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Sarasvatikanihdbharanam is a work on 
Poetics. (Bhoja lias another work on 
Grammar under the same name). This 
encyclopaedic compilation is a record of 
the wide range of human experience and 
knowledge that interested Bhoja. It 
discusses the usual topics of poetics in an 
unusual manner viz. Dosa, guna, 
Dosaguna, Alankara, Rasa, Drsya and 
Sravya Kavya. There are many earlier 
editions of this work, some with even two 
commentaries. But this alone has an 
English translation. The text has been 
exhaustively and incisively edited, 
without obscuring Bhoja’s thought and 
intent. 

Poetry cannot be filled into rigid 
classes either of matter or of manner. 
Rightfully is Bhoja unfettered by the 
terms and definitions, armed with which 
writers try to study ‘Great poetry'. Bhoja 
has a practical approach, and does not 
involve in the speculation on the soul of 
poetry. He holds rasa to be the crux of 
poetry. Srhgara is the foremost which 
can gather into itself all the other rasas. 
Bhoja uses abhimdna and ahamkdm as 
synonymous with rasa. It is hence, 
inferred that the identification with the 
action and with the chief character, on 
the part of the reader, brings about this 
delight. The self-transcending state of 
aesthetic delight, spoken of by 
Abhinavagupta may be a more advanced 
stage of this joy. 
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Chapter Five 


An Examination of Rasa 

1. Rasa (delight) is the universal appeal <.abhimana> , the self-identifica¬ 
tion <ahankdra>, [accomplished chiefly in] the theme known as syngara (por¬ 
trayal of love). Poetry acquires charm by being infused with it 

2. Bom of the merit of several births in the soul of creatures, it shines 
forth as the foremost cause <eko hetufo refining one into excellence. 

3. If the poet has mastered syngara, a world of delight is created in 
poetiy. If he is not syngdri, all his work becomes dreary. 

4. The woman sees’ - no rasa glimmers forth in this statement (But) in 
The charming lass beholds.’, it is clearly perceived. 

5. ‘O girl! How is it that you do not love me who loves you?’ This type 
of vulgar utterance results in the loss of delight 

6. ‘O beautiful eyed one ! The rascal Madana <Kandarpa> is surely heart¬ 
less to me. Fortunately he has no rancour for you’ - this expression is not 
vulgar and hence produces delight 

7. Novelty, refined expression, euphonic composition, lucid purport 
inclusion of marvellous events - are capable of bringing about delight 

8. Poetiy is made up of vakrokti (devious/adorned expression), rasokti 
(feeling-ful expression) and svabhdvokti (natural/straight expression). Of these 
rasokti is known to possess universal appeal (lit favour everyone). 

Twenty-four Features of ifora-infusion 

9. Rhdva (possible feeling/state), janma (birth), anubandha (following 

development), ni$patti (manifestation), putfi (enhancement), sankam (merg¬ 
ing), hrdsa (diminishing), abhdsa (semblance), s'ama (ending), se$a (lingering), 
vises a (variety), paripoja (complete configuration fostering the rasa) . 
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10. vipralambha (separation), and sambhoga (union), their cetfas (typical 
actions in these conditions), their paristis (seeking each other and confirming 
love), niruktm (derivation and grammatical analyses of terms such as 
purvdnurdgdnantara-samhhoga), prakirnams (sundry festivals), premavah (various 
features of love), premapustis (stages in the growth of love). 

1 1. The nayika-ndyaka-gunas (endowments of the male and female char¬ 
acters), premabhaktis (varieties of love made on the basis) of pakas (kinds of 
relish) etc., ndndlahkdra-samsryti-prakdras (various combinations of emotions, 
excellences, ornaments etc.), and rasokti (features of the poetic work which 
foster rasa)... 

1 2.... are the twenty-four features infusing (poetry) with rasa. One who 
is conversant with them is equipped to compose poetry. 

1. Bhdva 

13 . When it arises in the form of rati (love) etc., induced by the 
relevant dlambana-vibhdva (the main context of the emotion), rasa is called 
bhdva. 


(1) Eight Sthdyi-bhdvas 

1 4. Rati (love), hdsa (mirth), soka (sorrow), krodha (anger), utsdha (valour), 
bhaya (fear), jugupsd (disgust) and vismaya (wonder), are identified as the eight 
sthdyibhdvas (enduring emotions). 

(2) Eight Saitvikarbh&vas 

15. Stambha (stupefaction), romdhea <tanuruhodbheda > (horripilation), 
gadgada (choked throat/stammer), sveda (perspiration), vepathu (trembling), 
vaivarnyam (losing colour), asru (tears), pralaya (swooning) - these are recognised 
as the eight sattvikas (involuntary states/outlets of feeling). 

(3) Thirty-three Vyabhicdri-bkdvas 

1 (5. Smrti (recollecting), vitarka (conjecture), utkantha (longing), cintd 
(worry), capalatd (restlessness), mati (reflection/reasoning ),garva (pride/haugh¬ 
tiness), sneha (attachment), dhrti (content), vridd (bashfulness/shame), 
avahittham (concealing feeling), mudhata (bewilderment/stupidness), v.ada 
(intoxication)... 



908 




^rpdi i 

■^W: TT?t J dlPi<»-Hic;: THF?: 2FT: || ^\9 || 

f^T ^cf H$&dl I 

f1% o#q^Tfftni: II %6 II 


(*) T«fcwi; 

P=K RT^ 2 T^5'^f^f*T: I 

yfrlM^J^ TIfST:' TOILS'* ff II ^ II 

(H) 

*R: ^PH^Md I 

fd^d^S'W d^lld^'Hd'dlPl ^llr^dd: II ^o || 

(O 

Mr^nf^c!; T«#R ^R5#rr ^ I 

o#T^Tftu| : II ^ II 

'dfdcdl R "^S^T srfiRflRui: I 

^WTt •FcfftcT^ *r=rf% ^TII II 

3cft IFRlf^T: 3 T#I/f 4^Y sjfcT ^fcT^I 

^ RH?f II 33 II 


3. ' J 1'+i 

'H^hRqr^lf^^5^ t R4 c*T f=MTSFf I 
tHiftoi RR^ ^riffcicb ^t ^ ii ^ ii 



W*T: MiWk: 


909 


1 7. ...har^a (joy), amarsa (intolerance/hatred), asuya (envy), ir$yd (jeal¬ 
ousy), viydda (despondency), dainyam (lowliness), ugrata (sternness), trdsa (panic), 
sankd (apprehension), gada (malady), gldni (debility), unmada (madness), 
sambhrama (agitation), srama (weariness).. 

1 8. ...nirveda (apathy/delachmentfyWyzm (inertness), alasyam (langour), 
nidra (drowsiness), suptam (sleep), prabuddhata (awakening) - are the thirty three 
vyabhicdri-bhdvas (transient feelings/states) known. 

(4) Definition of Sthdyi-bhdva 

19. The sthdyi-bhdvas (enduring emotions) ever reside in the heart, are 
linked to ensuing reactions and feelings <.anubandhibhib and, becoming well 
developed, attain the state of rasa here (in poetiy). 

(5) Definition of Sattvika-bk&va 

20. Here, the mind untouched by rajas (vigour) and tamos (lethargy), is 
called sattvam As they originate from its being affected <tadyogdb , for fully 
expressing it (the emotion), these (involuntary reactions) are called sdttvikas. 

(6) Definition of Vyabhic&rt-bhdva 

2 1. Those (related feelings) which surround the abiding emotions and 
conduct them over the entire body |of the poem) and which induce the 
anubhdvas (responses of characters), are called the vyabhiedrins (transient feel¬ 
ings). 

22. Or - vyabhiedrins are (states) born and yet not born. Recollection 
etc. are now there and now not there in love etc.. 

23. All ihe feelings |even the enduring emotions] are seen to be sahedrins 
(accompanying states) in rati Garva (pride), sneha (attachment/tenderness), 
dhni (content), and mati (reflection) are seen to assume an abiding form as 
well in uddhata (proud), preydn (tender), s'dnta (quiescent) and udatta (noble) 
(rasas respectively). 


2 .Janma 

24. From circumstances conducive to making it firm and keen <sarfiskdra- 
patavadibhyab, arousing a response, passing feeling or involuntary state in 
the character on whom it rests <nijdsrayab y the rasa (central emotion) takes 
its birth janma\ 
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3. Anubandha 

25. When keenly experienced, kindled by the uddipana-vibhdvas (cir¬ 
cumstances aiding in the intensification of emotion), the succession of re¬ 
sponses [actions, involuntary states, transient feelings] is called its anubandha, 

4. Ni$patti 

26. On the coming together of the causes, responses, involuntary states 
and passing feelings, its sheer manifesdon is called nUpatti 


5. Puffi 

27. The heightening (of the emotion) by fashioning the object <visaya> 
and the seat <asrayay of the emotion |i.e. die chief characters involved in the 
emotion], with their (attractive) qualities and intensity of feeling, and the 
situation <prakrti> with the circumstances kindling the emotion, is called pu$ti 


6. Sankara 

28, When another emotion arises at the same time, from the same 
circumstance, with the same intensity, and blends with it (the main emotion), 
that is called sahkara . 


7. Hr&sa 

29, Due to the hindrance caused by another rasa or by another rdga 
(feeling), the decline in the growth of the rasa that comes about is called its 
hrdsa. 


8. Abhdsa 

30. The abhdsa (semblance) of rasa is seen in lower characters, in birds 
and animals, in characters opposed to the hero and in objects of Secondary 
interest 


9. Prasama 

31. That is called its prasama when, a number of strong unfavourable 
causes having arisen, there is complete subsiding (of that rasa). 
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10 . £e$a 

32, That is called se$a when the emotion cannot be made to subside in 
the dsraya, because of the circumstance (that has given rise to it) or the firm 
building up (it has undergone). 


11. Visefa 

33. The rasa (types) srhgara etc., the other (rasa) types such as the s'dnta 
and the uddhata, and all the kinds of love and other emotions are regarded 
as its ( rasds ) varieties <vise$ah>. 


12. Paripofa 

34. Pariposa encompasses the cause of emotion <vibhdva>, response 
<anubhava> , accompanying states <sahcdri> and the seat of emotion <dsraya> as 
also the tell-tale gestures betraying emotion diladayab of the young charac¬ 
ters. 


(1) Asraya 

35ab. Asraya is the one whose love arises due to attraction etc.. 

(2) Vifaya 

35cd. Viyaya is the woman etc. towards whom the emotion is awak¬ 
ened. 


(3) Alambana-vibhdva 

36-3Tab. The alamhana-vibhava brings it (the emotion) to perception 
<jhdna-kdranam>. [The characters are related/The forthcoming emotion is 
hinted aL] Then, in the shape of ddara (giving the emotion a firm footing in 
the dsraya) and such other steps, it (the emotion) is fashioned/built up 
<samskdra\ It is affirmed <adrta>, made keener <patuh\ by (presenting) the quali¬ 
ties of the dsraya etc., and established by repetition <abhyasta>. 

(4) Uddipana-vibhdvas 

37cd-38a. Garlands, seasons, sandal, rising of the moon etc. serve to 
intensify it (the emotion). These are the uddipana-vibhdvas . 
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(5) Anubhdvas 

38bcd-39a. Because of them (the vibhdvas) he (i.e. the character) thinks 
constantly, wishes, hates, intends, speculates, considers, speaks, prepares. 
These are the emotional responses <anubhdvdh>. 

(a) Sancdrins 

39bcd. The perspiration, horripilation etc. which occur then, as well as 
the joy, indignation etc. must be considered as the states that accompany 
them <sancdrinah> here. 


(b) Lila etc. 

40. The [typical] charms of ladies <varastrindm vildsdb arising as recol¬ 
lection, desire, and action in mind, speech and limb, are the lila etc. [enu¬ 
merated traditionally]. 

4 1. Lila, vilasa, vicchiiti, vibhrama, kilakincitam, mottayitam, kutfamitam, 
vivvoka, lalitam,.. 

42... vihrtam, kriditam, keli- all these (types of behaviour) arising natu¬ 
rally in women, and the other (reactions), held, hdva etc., belonging to both 
women and men, which are displayed, 

43. ...are counted under anubhdvas, because they occur later and are 
experienced later [after the emotion has been aroused], just as smarana etc. 
{which are counted among vyabhicdri-bhavas ] are [taken to be] anubhavas. 

(6) Abhinaya 

44. Imitated/enacted by the actors in drama, the anubhavas like smrti 
and the sahcari-bhdvas, are known as abhinaya (acting/representing). 

13. Vipralambha 

45. When the emotion called rati (love) has grown but does not attain 
the desired person, that is called vipralambha (separation). 
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46. That presents itself in the best men and women (heroes and hero¬ 
ines), in four distinct stages - purvdnurdga, mana, pravasa and karuna, 

47. Desire grows in the hearts of the two young ones who have not 
been together yet. Having the charm of fresh creation, this attraction is called 
pracya [i.e. purva-anuraga, fresh love]. 

48. The course of love is like that of the serpent - it is crooked by 
nature. The utterance of ‘md (don’t)’ and ‘na (no)’, with or without reason, is 
called mdna (anger/pique). 

49. The prolonged separation in different lands, of young ones bound 
by love, either new or well developed, is called pravasa, 

50. "When, the young lover having gone to the other world, the hapless 
beloved gready sorrows, it is called karuna, 

14. Sarfibhoga 

51. The same love, when the desired one has been attained, is strength¬ 
ened, and is called sambhoga (union). That too is fourfold, because it follows 
purvdnurdga etc.. 

52. In the absence of separation, union does not reach fullness. For 
colour sets in better in the cloth which has been prepared for dyeing. 

15 . Cesfds 

53. When separated, distraction, wild imagination etc. are the centos 
(typical actions) of the man and the woman; in union, kissing, embracing etc. 
(take their place). 


16. Party® 

54. The confirmations of one another’s love by taking efforts [sending 
messengers, writing letters etc.] in separation, and (approaching one another] 
with trepidation etc. in union, constitute parlstis. 
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I 7. Niruktis - Explanation of the term ‘ Vipralambhd 

55. Niruktis (derivation and grammatical analyses) of words like 
vipralambha lie in placing them in their familiar senses, after breaking them 
down into prakrti (word-base) etc.. 

56. Studying the meanings of the word ‘ vipralambhd and recalling that 
the roots grdh and vane (to cheat) are prescribed for 1 pralambhanani , it can be 
seen that the root ‘labK preceded by the prefix ‘ prd is used in the sense of 
cheating. 


(1) Different Ways of ‘ Pralambhd 

57. These are the four types of cheating - not giving after having prom¬ 
ised to give <.addnam>, refusing to keep one’s word <visamvddanam> , delaying 
<kdlaharanam> , and taking back something given <pratyaddnam>. 

58. In the vipralambhas , starting with purvdnuraga, one by one, that (cheat¬ 
ing) is indicated, with the prefix vi adding emphasis. 

59. In purvdnuraga, the promising is done by m^ans of sidelong glances 
etc.. The withholding <addnam> of the desired embrace etc. is due to shyness, 
fear etc.. 

60. In mdna, resisting these (embrace etc.) is called breaking promise 
<visamvddanam>. This includes half-hearted giving, remembering the wrongs 
done. 

6 1. In pravdsa the delay <kalaharanam‘> in these (embracing etc.) is easily 
seen. These actions can be done by the beloved women only when the lovers 
return from their travels. 

62. Who does not recognise the snatching back <pratydddnam> of these 
(embrace etc.) in the karuna ( vipralambha )? Here Fate snatches away all that it 
has granted earlier. 

(2) Different Interpretations of 'vi in ‘ Vipralambhd 

63. Or, taking the word ‘ pralambhd to convey only deceit, experts place 
four interpretations in its combination with vi 

64. In purvdnuraga etc., that ( vipralambhd ) is vividha, viruddha, vyaviddha 
and vini^iddha, in that order. 
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65. In purvdnurdga, the cheating is varied <vividha> because of shyness 
etc.. Again, in mana, because of jealousy etc., it is seen in resistance <viruddha>. 

66. In pravasa, it is perceived in obstruction <vyaviddha> due to the long 
wain In karuna, it is known to be total/absolute <vinifiddha> and full of pathos. 

(3) Derivation of ‘PQrvdnur&gd etc. 

67. ‘ Raga' preceded by "anu (^mutual attachment) could arise ‘at the 
same time’ in both, or ‘in one after arising in the other’, and could be ‘fitting’ 
or ‘approved by all 1 . That the love did not exist before but has just arisen, is 
signified by the word ‘ purvdnurdga. 

68. From (the verb) rajati (shines) or ranjati (becomes coloured), by 
adding the affix ghafL, the word raga is formed, dropping the nasal (in the case 
of ranj) in the sense of the action or the state, to denote the feeling, and not 
the person undergoing it (i.e., being radiant or suffused with love, and not the 
person in love]. 

69. That is called mdna (anger in love/pique), which causes worship (by 
the lover), which is held with fondness (by the offended one), which recognises 
and measures love (in the efforts at pacification it induces). 

70. On the authority <.smrti> of Mahdbhdsya, which sanctions the expres¬ 
sion, ‘ ko’sdvanumdna iti (‘who is that anumdna ), the word mdna, taking the 
masculine gender, although formed with the lyuf affix |which normally yields 
neuter gender nouns), does not offend. 

7 1. Where the young women do not attire themselves (with care) and 
the young men do not stay (within reach, but are travelling), that is indicated 
by the ‘ pra used as a negative, in 1 pravasa . 

72. Or that which steeps the heart in wony, anxiety etc., i.e., completely 
permeates the young ones, is called pravasa. 

73. The inner destruction that occurs at the disciplining/punishing 
done by elders/masters in quietly exiling the lover in distant places, is seen 
in "vast (living) preceded by "pra' (not) |i.e., pravasa]. 

74. The root krn (‘to make’) is seen to be used in ‘causing something 
which was not there’, as in ‘make a pot’. It is also seen in ‘pronouncing/ 
declaring’ as in, ‘cries out ‘This is the thief.’ 
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75. It (the root krn ) is seen to be used in the sense of‘fixing’ as in ‘do/ 
pul the stone here’. It is also used in the sense of smearing, as in ‘do my feet 
with ghee’. 

76. That is called karuna, which causes swoon and lament, fixes the 
mind in courage and smears the heart with grief. 

(4) Derivation of ‘bhogd in ‘ Sambhogd 

77. The root bhuj should be employed in ‘protection’, ‘crookedness’, 
‘consuming’, and ‘experiencing/attaining’, thus - ‘rules’, ‘is crooked’, ‘con¬ 
sumes food’, ‘experiences happiness’. 

78. When the form ( bhoga ) resulting from the ghan (affixed to bhuj) in 
the sense of condition or action, takes the prefix ‘ sam in the sense of ‘fit/ 
proper’, the form ‘ sambhogd results. 

79. It {sambhogd) has the sense of protecting, when it follows purvanuraga, 
in it the love which has just been born, is protected with understanding. 

80. The same occurring after mana assumes the sense of crookedness. 
Love by itself is crooked; what to speak of love coupled with pique! 

81. Sambhoga following pravasa is interpreted as consuming. In that 
state, love is consumed in the way food is, by fasting persons. 

82. The sambhoga coming after the karuna is taken to mean ‘experi¬ 
ence/attaining’. In this the faithful lovers experience nothing but happiness. 

(5) Different Senses of 'sard in ‘ Sambhogd 

83. Or, if the experts speak of four senses when ''bhoga in the sense of 
‘union’ is combined with ‘ sam [sard affording four different meanings). 

84. that union is seen to be sahksipta (brief), sahkirna (mixed), sampurna 
(full), samyag-rddhiman (i.e. samrddha = rich), in the said sambhogas following 
[the four separations). 

85. In fresh union, due to trepidation etc., most young ones make only 
brief advances in love. 
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86. After mdna , who can prevent the advances being mixed with the 
wrongs remembered, because of the lingering anger? 

87. The union between lovers who are full of desire is complete, after 
exile. Great enjoyment prevails among the lovers who have been longing for 
each other. 

88. This being the fulfilment of love when the dear one returns, can 
that attained by the young ones when the dead one comes back to life, be 
described? 

89. All (the separations), starting from purvdnurdga , are explained/illus¬ 
trated, relying on the derivation <vyutpatti> [of ‘ purvdnurdga , ‘ mdna etc.|. All 
(the unions) that follow these are explained <nirukti> , each in the respective 
compound \purvdnurdganantara' etc.+ sambhoga, i.e., in relation to these sepa¬ 
rations]. 

90. Here [i.e., in the compounds naming the various sambhogas], the 
compounding <vrttb could retain the basic meaning (of the members, in 
particular, the first) or give up the same. (But) without contributing to the 
chief (member/sense), that meaning does not depart. 

9 1. In (‘ sambhoga ) after the first [i.e., ‘purvdnurdga j, the vrtti not giving up 
the original meaning/state is desired. In the one after ‘mdna, that retaining 
not too much of the original meaning/state is known. 

92. (In the ‘ sambhoga ) after ‘ pravdsd, a little retention of the original 
sense/state is needed. (In the ‘ sambhoga ) after ‘ karuna , even a trace of its 
sense/state is not there. 


18. Prakirnams 

93. Atfamicandraka, kundacaturthi, suvasantaka, andolana-caturthi, ekasdlmali, 
madanotsava, 

94. udakaksvedika, asokottamsikd, cutabhanjikd, puspavacayika, cutalatika, 
bhutamatrkd, 

95. kadambayuddha, navapatrikd, bisakhadika, sakrared, kaumudi, yaksarairi, 
abhyusakhadika, 

96. naveksubhaksika, toyakrida, prek$adidarsana, dyuta and madhupana are 
known as prakirnams (sundry occasions) [over which the emotion is developed). 


926 


^TFT: 

toft 'gFRT^fts^ft Mw^i 

to5#5^q : II ^9 II 

^^FfHIHHl ■qt 4)cH^|5-CR: | 

fasr^sr itoft m&t: ii %c ii 


Ro. 'j^fM: 

^:Tnfto:TR: tortofttoft: 1 

WTNt ^FK: II II 

<ri'^llf4'H'4’i* ®qif4'H-ll4l "51: I 

wtoftT f4fFTT: || ^oo || 

R\. Wfan: 

(O 'TT^T: 

HFT^: yfcr^5^q^5^TR^ : | 
hi to i ii x°\ ii 

HftorHTWJTrar^'Fm^FT ^tfq i 
f?P% ^ WHRT ffcT WW HFFFT: II || 

to^pftftcf: ^Iltot ^ HFT3T: I 
3F3TWRT^H ^T: MfcHm: II *03 || 


?m: JJ>Mh: ^MwFF: I 

^ft "^ftsfft ^T chHl^HjHNcb: || ^ o'* ]| 


W?: 


927 


19. Premas 

97. Nitya (eternal/uncaused) and naimittika (with motive); sdmdnya (in 
all states) and viseja (in a specific state); pracchanna (not obvious) and prakasa 
(open); krtrima (made up) and akrtrima (genuine); 

98. the two called sahaja (spontaneous) and dhdrya (cultivated); Lhen 
yauvanaja (youthful) and visrambhaja (confirmed) - these great developments 
<maharddhayah> (of prema ~ mutual attachment) are the twelve premas. 

20. Premapuffi 

99. Cakyuhpriti (pleasure in seeing each other), manahsanga (attachment 
of the heart), sankalpotpattisantati (fixing of intention), praldpa (raving), jagara 
(sleeplessness), kdrsyam (wasting), vi$aydntare arati (apathy towards other tilings), 

100. lajjdvisarjanam (shedding shyness), vyadhi (malady), unmada (mad¬ 
ness), murcchanam (swooning), and maranam (death), are known as the stages 
in the growth of mutual love. <premapuffi>. 

21. Character Types 
(1) Main Characters 

101. Ndyaka (hero), the same with the prati prefix |Le. pratindyaka or 
adversary], ndyaka with upa preceding [i.e. upanayaka or minor hero|, and 
anundyaka [i.e. second hero]; ndyikd (heroine), ndyikd with prati preceding |i.e. 
pratindyika or rival], ndyikd with upa preceding [i.e. upanayikd or minor hero- 
inel, and anundyikd [i.e. second heroine]... 

102. the dbhdsa (semblance) of the heroine and the hero and sem¬ 
blance of both, and the semblance of them in tiryak (lower creatures)- these 
are the twelve main types of character. 

103. Among them, the one endowed \vith all the noble traits and domi¬ 
nating the entire story is the ndyaka (hero). The one who is lawless and haughty, 
and destined to be destroyed by the hero, is the pratindyaka (adversary/vil¬ 
lain). 

104. The one who lacks some of the hero’s endowments and com¬ 
mands respect is the upanayaka. And die one who is equal to him in virtues or 
almost equal and is younger, is the anundyaka. 
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105. She whose presence is felt in the entire story, and who possesses 
all the endowments - is the nayika (heroine). And the one who is the cause of 
jealousy etc., who contends for the love of the hero, is the pratindyikd (heroine’s 
rival). 


1 06. The one who lacks some of the heroine’s endowments and is 
worthy of respect, is the upandyikd. And the one who is equal to her in virtues 
or just a little lower, and is younger, is the anundyika. 

1 07a. In the same way, there may be semblances of the main charac¬ 
ters. 


(2) Sixteen Hero Types 

1 0 7 bed. Based on their qualities etc,, there are varieties (of heroes). 
The hero is classed, on the basis of qualities, as uttama, madhyama or adhama 
(superior, mediocre or inferior). 

108. On the basis of nature, he is sdttvika (calm), rajasa (passionate), or 
tamasa (gloomy). With reference to marriage he is known as sadharana (com¬ 
mon to several wives) or ananyajdni (having but one wife). 

1 09. On the basis of forbearance/mettle, he is uddhata (blustering), 
lalita (soft), sunta (composed), or udatta (noble). On the basis of conduct, he 
is satha (deceitful), dhrga (shameless), anukula (kind) or dakjina (gallant), 

(3) Thirtytwo Heroine Types 

1 10. In quality, the heroine too is uttama (superior), madhyama (medio¬ 
cre) or adhama (inferior). On the basis of age or experience, she is mugdha 
(innocent), madhya (partly mature) or pragalbhA (experienced). 

111. On the basis of tenacity jin angerj, she is dhird (stubborn) or 
adhird (weak); from the point of view of marriage she is iva (one’s own) or 
anyadiya (another’s wife). On the basis of her marital status she is w#^(married) 
or anudha (unmarried); and according to the seniority order, she is jyeghd 
(elder wife) or kaniyasi (younger one). 

1 1 2. In developing her anger <mana-rddhi >, she is uddhata (imperious), 
udatta (dignified), s'anta (pacific), or lalita (graceful). In conduct she is samdnyd 
(commonly shared), punarbhuh (remarried) or svairini (wanton). 
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1 1 3. On the basis of her occupation, she is ganika ( hetara ), rupajiva 
(prostitute) or vilasini (coquette). On the basis of her condition, eight other 
varieties are known, viz. khandita etc.. 

1 1 4. She is khandita nayika, whose lover returns in the morning from 
some haunt, his red eyes half-closed in sleep, adorned with the nail marks of 
a woman. 

1 15. She is kalahantarita who drives away, in anger, the lord of her life, 
tactful though he is, and is filled with remorse later. 

1 16. She is known as the vipralabdha nayika, who sends her messenger 
girl eveiyday, fixes up a secret meeting and is disappointed by her lover. 

1 1 7. That is the nayika called vasakasajja, who adorns herself and awaits 
her lover, having spread-the bed out in the decorated house. 

1 18. Svadhinapatika is the one whose lover does not leave her side, 
eager for the various delights of love. 

1 19. Abhisarika is one who, struck by the flower-bow (of Love), goes to 
her lover. She whose dear one has gone to a distant land is the profitabhartrkd. 

1 20. The one whose lover does not come back from his travels on the 
appointed day is virahotkanthita. These are the thirtytwo varieties of nayika 
(heroine). 


(4) Other Characters 

121. The remaining low characters (like sakdra ), the pifhamarda (hero’s 
mentor/aide), vidusaka (jester), vita (companion), ce(.a (servant), characters 
prominent in the pataka (episode in the stoiy), and the heroine’s friends, 
form the retinue of the main characters. 

(5) Endowments of the Main Characters 

1 22. High birth, magnanimity or dignity, lofty position, knowledge of 
duty, good looks, youth, intelligence, good conduct, matrimonial worth... 

1 23. self-respect, noble speech and staunch attachment - are the twelve 
qualities which draw us to the chief characters. 
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22. Prema-bhaktis - Pdka etc. 

1 24. Mrdvika (of grapes), ndrikela (of coconuts), amra (of mangoes) etc. 
are the pakabhaktis (tastes of love); nth (indigo), kusumbha (saffron), mafijitfhd 
(red) are ragabhaktis (dyes of love). 

125. Antarvyaja (concealed deceit), bahirvyaja (open deceit) and nirvydja 
(apparent lack of deceit) are vyajabhaktis (types of deceit). The ends of dharma 
(right conduct), artha (worldly success), and kdma (desire) are the various 
prema-udarkas (values uniting lovers). 

23. Types of Commixture of Embellishments 

1 26. As in a single expression, in whole literary works, skilled writers 
usher the fusion of delight <rasa> and beauty <alahkdra> by avoiding impropri¬ 
ety. 


24. ifoj< 2 -fosT:ering Features of Poetic Works 

127. Who will not be drawn to the literary work which contains actions 
in the four modes <vrtti-ahga>, possesses a hero who is able and lofty, and 
aims at the four ends of life? 

128. In prabandha the experts speak of the five sandhis (junctures), viz. 
mukha (opening), pratimukha (progression), garbha (development), avamarsa 
(pause) and nirvahana (conclusion). 

129. People welcome a literary work which is not very extensive, but 
not very short, is composed in euphonic verse, is well-flavoured with a differ¬ 
ent metre marking the end of the canto. 

130. The natural wealth of desa (place of action) in the description of 
cities, gardens, nations, oceans and hermitages heightens the rasa of a 
prabandha. 

131. Kdla (time of action), enriched by the descriptions of seasons, day 
and night, rising and setting of the sun and the moon, greatly nourishes the 
rasa in the work of poetry. 

132. The description of the characters distinguished as princesses and 
princes, women, and soldiers in the various army divisions, keeps the rasa 
flowing in poetry. 
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133. Events such as garden and water sports, wine banquets, love fes¬ 
tivals, partings and weddings of lovers, bring rasa to poetiy. 

134. The elaboration of masculine activity with counsels, sending of 
emissaries, batdes, and the ascent of the hero - showers the literary work 
with rasa. 

135. It is the opinion of the learned, that not describing the city etc. 
does not harm poetiy, provided the description of mountains, seasons, night 
etc. nurtures the rasa. 

136. At first presenting the hero with all his great qualities, and then 
showing him vanquishing his enemies - this way (of presenting the story) is 
naturally appealing. 

137. Having described the lineage, valour, learning etc. of the enemy 
too, and then revealing the greatness of the hero by showing his victory over 
such a worthy adversary - this too pleases us. 

Now, the definition and illustration of these. There - 

(1) Rati- 1. Bh&va Illustrated 

138. The experience of happiness in things which appeal to the heart 
is rati (love). The same is called priti when a couple is not involved. 

The bhava (potential/existence) of rasa in that form (rati) is as follows: 

His firmness a little shaken, as of the sea at moonrise, Siva cast his eyes 
on Umtf s face which bore bimba fruit lips. (1) 

Here, Sivds desire, seen from his eyes lingering on Pdravatis face, 
which captivates with its bimba- like lips, shows merely the beginning of 
happiness in him, as the sattvika and other reactions have not emerged. 

2.Janma Illustrated 

The janma of the same emotion (rati), taking place in the sattvika re¬ 
sponse is as in: 

The hair stood on end on the groom’s wrist The bride’s fingers were 
sweating. Madana had as if, at that moment, equally apportioned his activity 
in the two. (2) 
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Here, in the involuntaiy responses - perspiration and horripilation that 
have been aroused, the birth of rasa in the form of love is seen. 

Janma in the shape of sancdribhava is as follows: 

Their eyes, longing to meet, darting glances, now fixed in gazes and 
now withdrawn, experienced the delightful restraint of bashfulness. (3) 

Here, in the transient feeling of shyness, which has been aroused, the 
birth of the rasa is seen. 

The same {janma ) in the anubhava produced is as follows: 

At the end of Sunandti s words, overcoming her shyness, the princess 
accepted the prince with her glance, dear and limpid, as with the svayamvara 
garland. (4) 

Here the emotional response involving the body <sarirdrambha-anubhdva> 
in the gesture of glancing, shows the birth of the rasa. 

3. Anubandha Illustrated 

The production of one or more of them, (transient feelings, reactions - 
voluntary and involuntaiy), later, is called ‘ anubandhd . That (production) of 
many is as follows: 

Betraying her emotion by her (thrilling) limbs that looked like the bloom¬ 
ing young kadamba tree, the daughter of the mountain stood with half-averted 
face, made more lovely by the troubled eyes. (5) 

Here, Parvatis love for Madanas <smara> foe {$ivd), which has already 
arisen, is now kindled by his glance of desire, by springtime, and by being 
alone in his company, and proceeds into the involuntary response of thrill 
and the transient feeling of shyness. 

That (occurrence) of one is as follows: 

Departing, the long-lashed {Malati), quickly turning her neck, bearing 
her face like a bending stalk holding a lotus, as if thrust deep into my heart, 
a glance smeared with nectar and poison. (6) 

Here, the love for Madhava which has already arisen in Malati, is being 
kindled by the advent of spring and the displays of nature in its proximity, 
and proceeds into the gesture of turning her neck again to cast a glance. 
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The love for Mdlatl, bom that very day in Madhava, is likewise being 
kindled by the same uddipana-vibhavas, and progresses into the passing feel¬ 
ings of joy, satisfaction, recollection, thought, suffering etc., and the response 
in the form of speech <vdgdrambharanubhdva>. 

4. Nifpatti Illustrated 

The nispatti of rasa, again in the form of love, is as follows: 

On seeing him, trembling, the daughter of the lord of the mountains, 
her slim form bathed in perspiration, one foot lifted to take a step, like the 
river confounded by the obstructing mountain in its course, neither went 
nor stayed. (7) 

Here, Parvatis love, nurtured by experience from her previous birth, 
indestructible even in the presence of a hostile $iva, from whom she has 
been parted for long, and for union with whom she has been undergoing 
arduous penance, is being kindled by the sudden glimpse of him. This love 
combines with the immediate reactions of breaking into sweat, stillness, trem¬ 
bling and the transient feelings of joy, satisfaction, remembering, agitation, 
alarm etc. which they indicate, and the physical gesture of taking a step. By 
this combination of the circumstance of emotion, the responses and tran¬ 
sient feelings, rasa is manifested in the form of love. 

5. Puffi Illustrated 

The pu$ti of rasa, again in the form of love, is as follows: 

May the beautiful form with heavy thighs, deep navel, slender waist 
and high breasts, of the Ocean’s daughter, whose eyes are closed in the 
embrace of Visnu, and for whose welfare the Creator dwelling in Frew’s navel 
lotus is praying, relieved that no harm has come to his abode, protect you. 
( 8 ) 


Here, because of her high birth, nobility, abiding devotion, beauty, 
youth, skill, conduct, fortune and great destiny, Fifwu’s <srivatsalak$ma> love 
for Laksmi is eternal; now kindled by observing the extraordinary beauty of 
her limbs, and expressed through the physical responses such as the act of 
embracing even in the presence of Brahma, it has reached the eighth stage 
of growth <premapu$ti>, indicated by the overcoming of shyness. Although not 
expressed in words, the involuntary responses, transient feelings and other 
actions are evident 
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Laksmis love for Visnu, who is the resting place of the entire treasure of 
her virtues, is of the same depth or even greater; being kindled by the uddtpana- 
vibhava of being embraced with increased affection by the dear one, it. attains 
a high stage of premapu$ti, which causes all the various responses, voluntary 
and involuntary, and the transient feelings, seen in the closing of her eyes, 

Having been built up with strength and intensity, by the beauty of the 
vUaya and the nature of the dsraya, and now kindled more, rasa has reached 
its peak. It is said to be completely developed <putfa>. 

In the same verse, the affection for Lakyml in Brahma is seen to be rising 
to the highest state. This affection has been nurtured by (the thoughts), This 
creation of mine is extremely beautiful’, ‘she is the daughter of the ocean’, 
‘she is the sister of the moon and nectar’, ‘she is the beloved of Vi$nu\ ‘she is 
the mother of Madand. It is kindled now by the embrace of the lovers which, 
while causing no harm to his own residence, is at the same time causing the 
apprehension that some harm may have befallen her, as Lakymi has closed 
her eyes. It mingles with the transient states of agitation, recollection, doubt, 
madness, confusion, wony etc. aroused at that anxious moment, and the 
involuntary responses of stillness, trembling etc. which go with them, and 
with the action of employing his mind <buddhydrambha-anubhdva> in praying 
for her well-being. 


6. Sankara Illustrated 

The sahkara (merging) of fear etc. in love is as follows: 

By good fortune, having retrieved my beloved, trapped like the moon’s 
digit in Rdhiis mouth, by snatching her away from the sweep of this brigand’s 
sword, my heart is anxious with fear, melting in pity, stunned by surprise, 
burning with anger, and swelling with happiness. What a state! (9) 

Here, the love which has already arisen in Madhava for Mdlati, is kindled 
by the uddipana-vibhavas , such as seeing her plight now; it mingles with other 
rasas that are manifesting around fear, pity, surprise, anger and joy with their 
own vibhdva, anubhava and sancari-bhdvas. Joined by the response acts of the 
heart, speech, intellect and body <mano-vdg-buddhi-s'arira-drambha-anubhdva> 
and the sdttvika and vyabhicdrirbhavas which go with fear etc., that love is seen 
heightened <prakar§a>. 
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Here, the heart being overcome by agitation etc., is the heart’s response; 
uttering the sentence is the speech reaction; (comparisons like) ‘of the brig¬ 
and who is like Rdhu\ ‘the beloved who is like the moon-digit’, show the mind 
at work; ‘of him who is snatching away 5 is the physical action. 

The live emotions, fear etc., are aroused by the dlambanarvibhavas pre¬ 
sented respectively in - ‘of Rdhii , ‘like the moon-digit caught in the mouth’, 
‘by good fortune, having got back my’, ‘from the sword stabs of this brigand’ 
and ‘saving my beloved’. The other details of their manifestation make up 
the uddipanarvibhava. Anxious, melting, stunned, burning, and brimming heart 
are the anubhdvas. Matching the fear, pity, surprise, anger and joy, are the five 
sdttvika bhavas - trembling, tears, immobility, paleness and horripilation. Con¬ 
fusion, sorrow, rage, fierceness, content/relief etc. are the vyabhicarirbhavas 
gathered. Together they are the causes manifesting the rasa. Rising ai the 
same time, with equal force, from the same cause, these feelings such as fear, 
are accommodated in the main emotion, love. This is called saiikara. 

7. Hrasa Illustrated 

The hrasa (decline) in the progress of the rasa of love is as follows; 

The love in which the mere knitting of brow is anger, silence serves as 
a blow, smiling at each other is a plea, casting a glance is a favour-Look! That 
veiy love has been killed now, as you prostrate at at my feet and the wicked I 
am not free from anger. (10) 

Here, being surmounted by another emotion called anger in the woman, 
and due to (the rise of) another feeling (misery) in the man, the progress of 
love is seen to be declining. 


8. Abhdsa Illustrated 

The abhdsa (semblance) of the rasa of love, in the lower characters, is as 
follows: (. Prdkrta ) 

In the (cold) month of Magha, the foolish one (farmer) sells his mg 
along with his ox, resting his eyes on the dark beauty’s breast which is (warm) 
like embers. (11) 

In birds and beasts it is as follows: ( Prdkrta ) 

See! This red cow (liL red one) is expressing her choice, rubbing her 
eyelid against the horn of the wicked bull in the herd. (12) 
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In the hero’s adversaries it is as follows: ( Prdkrta ) 

As they are drawn and released by his hand, the arrows of Rama are 
producing a thrill in Ravands body, as if they carried the great value of Sitds 
touch. (13) 


In minor entities it is as follows: (. Rrakjta ) 

Embraced by the breasts of the rain goddess, the Vindhya mountain is 
thrilling with newly sprouting grass. (14) 

All these four are called semblances of rasa <rasdbhdsa>. 


9. Praiama Illustrated 

In love, again, the prasama (subsiding) of other moods like shame and 
anger is as follows: 

On seeing the lover, the lovely girl’s anger shut a little like her eyes; on 
his standing by her it bent down like her face; at his touch it came out like 
her thrill; on his speaking, it loosened like the knot of her dress; and on his 
falling at her feet, it made its departure like (her) shyness. (15) 

Here, with the insistent love and pleading of the lover, anger and shy¬ 
ness subside. 


10. $e$a Illustrated 

The sesa (lingering) of the mood of anger in love is as follows: 

As her defaulting lover approached, lighting up eagerly, on his arrival 
turning away, widening when he spoke, flushing in his embrace, when he 
grasped her clothes, brows knitting with anger, and on his effort to fall at her 
feet, blinded by tears, in a moment the angry girl’s eyes could reveal all (her 
feelings). (16) 
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Here, even though pulled out by a strong display of love, her anger 
remains in a trace. 

All these ten features of rasa, namely, bhdva, \janma, anubandha ] etc, are 
normally seen in the other emotions like hdsa too. Fearing that this book 
may become too voluminous, we illustrate just a few, here and there. 

Other Sthayirbh&vas 

(2) Hdsa 

There: 

1 39ab. The dilation of the mind in jocular ridiculing <nyanga>, in situa¬ 
tions of embarassment etc., is called hdsa (mirth). 

In the rasa of that {hdsa), the bhdva is as follows: 

Victorious is Hari who laughs with embarassment on being mocked by 
his beloved when, again and again, he tries to remove the reflected glow of 
his own self, dark like the new clouds, from her bosom which is bright like a 
golden pot, taking it to be a piece of black cloth. (17) 

Here, in the ridiculing of Hari by Radha and his consequent 
embarassment, merely the presence of mirth is seen. 

(3) $oka 

139cd. The agony of the heart due to separation from dear ones is s'oka 
(sorrow). 

The nispatti of rasa in that {s'oka) is as in: 

O Rama\ You have not gone from my heart; you are visible in all the 
directions. Dear child! It is from (my own) anguish that I know that you have 
left. (18) 

Here, taking its birth in Das'arathds parting from Rama, fanned by the 
recollection of his virtues, and emerging in worty and anguish and the words 
spoken, rasa manifests itself in the form of sorrow. 

(4) Krodha 

1 40ab. Confronted by wrong deeds or hostile conditions, the arousal 
of ire is called krodha (anger). 


IIIMI 
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The nispatti of rasa in that form ( krodha) is as follows: 

When, having lost memoiy of her, I adopted a callous attitude, not 
giving credence to the love that had taken place in secret, her eyes became 
excessively red with anger and her knitted eyebrows were parted in places, so 
that it appeared as if the bow of Madana was broken. (19) 

Here, in spite of there being more than its [mere] manifestation in the 
background of vibhava, anubhava and sahcdri-bhdvas, the ati in 1 atiruya and 
‘ atilohitdkfya' indicating the heightening <prakarsa> of the emotion, the anger 
of a superior heroine against her beloved does not reach excess. [So this is 
an instance of nispatti ] 


(5) Utsaha 

1 40cd. The sustained enthusiasm in accomplishing duty or purpose is 
utsaha (valour). 

The janma of rasa in that ( utsaha ) is as follows: 

Having bowed at Jdmbavan s feet, having consulted the army generals, 
having comforted the dear friends whose eyes were full of tears, and having 
given instructions to his attendants, holding high the dust of Ramds feet, the 
swift Hanuman began his leap over the ocean from the peak of the Mahendra 
mountain. (20) 

Here the acts of obeisance, enquiring, consoling, instructing, climbing 
to the peak of the mountain, and remembering his dear god - all these 
constitute the prologue (of the valiant expedition). There is no uddipana- 
vibhdva, and so no anubhava revealing the enthusiasm (in action). Hence this 
is neither the anubandha nor the nispatti nor the prakarsa, [but merely the 
janma of the rasa\. 


(6) Bhaya 

1 4 1 ab. The feeling of helplessness in the heart, caused by terrible 
things, is called bhaya (fear). 

The anubandha of rasa in that (bhaya) is as follows: 
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Muttering hymns which conquer death and, with dry palates, voicing 
repeated prayers to their favourite gods in incoherent words, practically speech¬ 
less and shaking all over, the travellers are crossing the villages darkened by 
smoke that is black like the buffalo of Yama (lit. the one who controls life), 
inhabited by dogs baying and busily devouring the meat of the elephants. 

( 21 ) 

Here the villages are the alambana-vibhava\ their conditions described 
by the two phrases are the uddipana-vibhava. The chanting of hymns etc. serve 
as the anubhava and the drying up of the palate etc. are the vyabhicdrins. Even 
though there is the union of vibhava, anubhava and vyabhicarim, since the 
chanting of hymns and praying to one’s favourite god are employed as means 
for crossing (to safety), the rasa of fear is not fully manifested. For, in the 
manifestation of that (fear) in travellers, the employment of means (to over¬ 
come fear) rules out the reactions connected with weak minds such as pa¬ 
ralysis, swooning, unconsciousness and death. 

(7 ) Jugupsa 

141 cd. The despisal directed at things by holding up their faults etc. 
is jugupsa (disgust). 

The anugama ( anubandha ?) of rasa in that is as follows: 

O my right hand! Throw the sword at the sudra sage to give life to the 
dead brahmana boy. You are a limb of Rama. Whence can compassion come 
into you, who were quick to exile that Sita who was bearing the full burden of 
pregnancy? (22) 

Here, ‘to give life to a brahmana child, a sudra, even if he is a sage, can be 
killed’, so Rama is not censuring this action of himself; yet, as ‘abhorrence 
stems from killing a person who has done no harm’, it certainly follows. (But) 
the developed stage of disgust is in relation to the desertion of Sita here. In 
the sambuka (the sudra sage) incident, there is merely the birth of jugupsa. 

(8) Vismaya 

142ab. The mind’s opening wide because of the extraordinariness of 
the object, is vismaya (wonder). 

The janma of rasa in that is as follows: 
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‘Mother, when Krsna went out to play today he swallowed mud to his 
heart’s content’ ‘O Knna\ Is it true ?’ ‘Who said so?’ ‘ Balardma <musali\ ‘It is 
a lie, Mother. You can see my mouth.’ ‘Open it out’ When he opened his 
mouth, that Kes'ava whose mother saw the entire universe in it and was over¬ 
whelmed with wonder, may he protect you. (23) 

Here, seeing the universe in the mouth of the child is the alambana- 
vibhava. The perception of its entirety and of the characteristics of childhood 
is the uddlpana-vibhavcL ‘She was overwhelmed with wonder’- from this, even 
though not present, the sancdrins and anubhavas can be gathered. 

Sdttvika-bhdvas - (1) Stambha 

142cd. That is stambha (paralysis/being stunned) when, due to fear, 
love, afUiction etc., all action comes to a standstill. 

The pusti of rasa in that form is as follows: ( Prdkrta ) 

At that, their charm destroyed, the flame of their eyes extinguished, 
their valour gone, like lamps arrested in a painting, they (the monkeys) lost 
even their natural friskiness. (24) 

Alhough strong, as its sattvika character entails permanent subservi¬ 
ence to some other feeling, the state here cannot be linked with anubhdva etc. 
(and developed independently). 


(2) Romdnca 

1 43ab. That is romdnca (horripilation), when, due to delight, wonder, 
fear etc., the hair stands on end. 

The janma of rasa in that form is as follows: ( Prdkrta ) 

O prisoner! This is only the echo of the thunder from the cloud rum¬ 
bling at an unusual time. Wishing to hear the sound of your husband’s bow, 
in vain does your hair stand on end. (25) 

This too, being a sattvika-bhava, does not lead to anubandha and other 
developments. 


(3) Gadgada 

1 43cd. That is known as gadgada { choked throat/stammer), when there 
is a change in the voice due to intoxication, excessive joy, pain etc.. 
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The nispatti of rasa in that form is as follows: 

l O d..d..dear one! Y..y..yourself give me the wine with your m..m..mouth. 
Th..throw away qu..qu..quickly the golden c..c..eup.’ These incoherent words 
uttered by the deer-eyed woman in the hold of intoxication, were recalled in 
the morning by her friends, in mirth, (26) 

This, too, (although) manifested, is not linked with the other elements 
because of its sattvika nature. 


(4) Sveda 

1 44ab. That is sveda (perspiration), when water exudes from the body, 
due to love acts, heat, exertion etc.. 

The janma of rasa in that form is as follows: 

With the departure of winter, perspiration made its entry into the de¬ 
signs painted on the bodies of kinnara women; their complexion had be¬ 
come pale and lips clear (of wax). (27) 

Here too. as before, there is no link with the other elements. 

(5) Vepathu 

1 44cd. That is vepathu (trembling), when there is shaking of the body 
due to love, anger, fear etc.. 

The janma of rasa, in that form, is as follows: 

Do not nurse your pride thinking, These flowers painted by my lover 
with his own hands are glowing on my cheek.’ Dear friend! Cannot another 
too have such made, if trembling (at his touch) did not prove to be an enemy 
hindering the work? (28) 

This too, like the states illustrated earlier, is not combined with the 
other elements. 


(6) Vivarnatd 

1 45ab. The change of colour due to sorrow, intoxication, anger etc. is 
vivarnata (paleness). 

The nispatti of rasa in that form is as follows: ( Prakrta ) 
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Dear friend, make this clear. Did I too depart with him in the morning? 
For it is a different girl I see in the mirror. (29) 

This too is not combined with the other elements. 


(7) Asru 

1 45cd. The water flowing from the eyes because of unhappiness, grief 
or joy is asru (tears). 

The anubandha of rasa in that form is as follows: 

Firmly stop that flow of tears hindering the work of your long-lashed 
eyes. Or, unnoticed, the ups and downs in your way in this uneven country 
will make your steps unsteady. (30) 

Here the word baspa indicates the tears contained in the eyes and not 
the rush of grief that chokes the throat as in ‘He wailed in a voice unsteady 
with tears’, ‘choking the throat the tears are making the bosom heave’. 


(8) Pralaya 

1 46ab. That is called pralaya (fainting) when the senses cease function¬ 
ing, due to stark grief etc.. 

The niypatti of rasa in that form is as follows: 

The swoon caused by the cruel event {of her husband’s death], numb¬ 
ing her senses, making her unaware of her husband’s fate, for a moment 
helped Rati, as it were, (31) 

Here the word ‘mohd is used for swooning and not for the moha (bewil¬ 
derment) to be explained later (under vyabhicari-bhavas). 

Vyabhicirt-bhavas - (1) Smjti 

146cd. The awareness of what was experienced earlier is called smrti 
(recollection). 

The anubandha of rasa in that form is as in: 





(3) 

Wt 
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Attempting to follow her relatives when turned away from here, she 
stopped when her father’s disciple, as venerable to her as her sire himself, 
loudly bade her stay, and again cast at my cruel self a glance, dim on account 
of the flow of tears. It is this that pains me, like a barb smeared with poison. 

(32) 

Here the precious recollection is followed by desire and speech. The 
manifestation and other developments of smrti can be seen in the nispatti 
etc. of the chief emotion such as rati Being rooted in recollection, love and 
other emotions follow its course, in rising and ebbing. 

(2) Vitarka 

147ab. That is vitarka (conjecture), when guesses following a line of 
reasoning are advanced about phenomena. 

The nispatti of rasa in that form is as follows: 

Was she fashioned, gathering all the lovely features in mind, and breath¬ 
ing life into them after choosing the best, or was she conjured with mind 
alone? She appears to me to be the ultimate creation, the jewel of woman¬ 
kind, as I contemplate the Creator’s ability and her form. ( 33 ) 

Whether true or untrue, the conclusion has been reached; so this (con¬ 
jecture) proceeding through memory, knowledge and thought, is pronounced 
to be fully manifest <-ni^panna>. 


(3) UtkanfM 

1 47cd. When what one desired is out of reach, craving to attain it is 
utkanthd (longing). 

The nispatti and hrdsa of rasa in that form is as follows: 

At the thought that Sakuntala is to go away today, my heart is pervaded 
by regret; my throat is choked by the flow of tears stopped; and my eyes are 
heavy with anxiety. If so much pain affects me, a forest dweller, because of 
attachment, how much must householders be tormented by the fresh pangs 
of separation from their daughters? (34) 
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Here, in the union of vibhava, anubhava and vyabhicari-bhava, like the 
affection, the longing that goes with it, is manifested. But in the latter half of 
the verse, overshadowed by the wonder etc. manifested in the same way, it 
declines <hrasa>. And its heightening <prakar$a> is further stopped by the words, 
‘of me the forest dwelled. 


(4) Cintd 

1 48ab. Thinking painfully of things is called cintd (worry). 

The prakarsa of rasa in that form is as follows: (. Prakrta) 

Summoning her lover in thought, remembering all the offences com¬ 
mitted, as she quarrels in the air, she is wept for, not laughed at, by her 
friends. ( 35 ) 

Here, by the tears of the friends, the quarrel in the air is made more 
poignant, by that the visualizing of the lover, by that the painful thought, and 
by that, the love which is at its root. 

(5) Capalatd 

1 48cd. Gestures which betray one’s state are called capalatd (restless¬ 
ness). 

Th ejanma of rasa in that form is as follows: 

Holding its stalk with his hands, one (suitor) began to turn the play 
lotus, with its bees struck by its moving petals, and its ring of pollen within. 

(36) 

With the gesture of turning the play lotus, one suitor is awaiting Indumati 

(6) Mati 

1 49ab. That is mati (reflection) in which, from an examination of state¬ 
ments in the scriptures, a decision is confirmed. 

The anubandha of rasa in that form is as follows: 

Undoubtedly, she is fit to be the wife of a kjatriya, since my mind covets 
her. In matters of doubt, the inclinations of their minds are, to the good, an 
unerring guide. (37) 
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Here, the reflection ensues in the second half, for supporting the idea 
conveyed in the first half of the verse. 

(7) Garva 

149cd. Belittling others by aggrandising oneself is garva (haughtiness). 

The pusti of rasa in that form is as follows: 

As long as I bear weapons, what is the use of arms to others? That not 
accomplished by my weapons, by whom can it be accomplished? (38) 

Here, by Karnds bragging, the humiliation of Asvatthamd is increased. 

(8) Sneha 

150ab. The melting ol the heart which has no cause and no stopping, 
is sneha (attachment). 

The nispatti of rasa in that form is as follows: 

Such is the pleasure in my limbs on being touched by this scion of 
some one’s family; (then) what happiness must he create in the heart of him, 
a blessed man, from whose body he has sprouted! (39) 

Here, the attachment born in Dusyanta at the sight of Sattvadamana, 
heightened by the joy from the touch of his limbs, and joined by desire, 
reasoning and concluding, and the words uttered, is fully manifested. 

(9) Dhrti 

1 SOcd.The cessation of desire on gaining what one had wanted is dhrti 
(content). 

The prakarsa of rasa in that form is as follows: 

King Vikramabahu has been befriended (lit brought to equal terms with 
myself); this dear Sdgarikd, my everything on this earth and the one cause of 
winning this land rimmed by the ocean, has been gained; the Queen 
( Vasavadatta) has been pleased by the return of her sister ( Sdgarikd ); the Kosala 
country has been conquered; and having you, the best of ministers, with me, 
what is left for me to desire? (40) 
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Here, the fulfilment of all his desires makes Vatsarajds satisfaction 
complete. 


(10) Vrida 

15 1 ab. The shrinking (lit. closing up) of the heart when confronted by 
sarcasm, love, praise etc., is vrida (shame). 

In the prakarsa of rasa in that form, the merging of anger and sorrow, is 
as follows: 

Blazing with anger at the assassination of Abhimanyu by his great adver¬ 
saries, stunned with grief, unable to retaliate on the enemy hordes, Arjuna 
casts his eyes which are brimming with tears and dull with shame, on the 
bow; ‘Alas, dear Son’- these words arise but do not come out of his throat. 

(41) 

Arising from the unjust killing of Abhimanyu, the blazing anger and sor¬ 
row of Arjuna merge with his equally intense shame at being unable to 
avenge himself on the enemies. So the glances and words that are the ex¬ 
pressions of anger and sorrow, and the phrases ‘dull with shame’ etc. which 
describe them, all fit in. 


(11) Avahittham 

151 cd. That is avahittham (concealing), where the appearance of de¬ 
light etc. is hidden, out of shyness etc.. 

The anubandha of rasa in that form is as follows: 

When the divine sage had spoken thus, Parvatl who was standing near 
her father, bent her face down and began to count the petals of her play 
lotus. (42) 


Here - 

After bowing down to Siva, let the gods colour her feet with rays from 
the gems on their crowns. (43) 

The delight appearing at these words of the sage in the presence of her 
father, is concealed by the bashful Parvatl, by the act of counting the petals 
of the play lotus. 
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(12) Mudhata 

1 52ab. The bewilderment of mind that is caused by joy or sorrow is 
mudhata. 

The nispatti of rasa in that form is as follows: 

As the dear one reached the bed, my waist knot loosened of its own 
accord; the garment held by the slipping girdle was barely there on my hips. 
O friend, this is all I know now. On contact with his limbs, I do not have any 
memory of who he is, who I am or what or how loving is. (44) 

Here the main emotion, love, is heightened by the onset of bewilder¬ 
ment. 


(13) Mada 

152cd. The combined state of delusion and delight caused by wine 
etc. is called mada (intoxication). 

The nispatti of rasa in that form is as follows: 

For long the Lord drank in Umas face with its darting eyes, fumbling 
words, dew of perspiration and uncaused smile, not with his mouth but with 
his eyes. (45) 

Here, the unsteady glance, the unprovoked smile etc., that arise, reveal¬ 
ing both intoxication and delight, are manifesting mada . 

(14) Har$a 

153ab. The clear joy of the heart from gaining a desired thing or hear¬ 
ing its praise is harsa. 

The prakarsa of rasa in that form is as follows: 

Dear child! How many days would have passed since your father, who 
vanquished even Indrajit, was born? His son (yourself) is already performing 
the warrior’s duties. By good fortune, Dasaraihd s clan has reached renown. 

( 46 ) 
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Here the joy of Dasaratha's friend, his charioteer Sumantra, who is pro¬ 
claiming the fame of his lord’s dynasty, is already complete, as his dreams 
have been fulfilled by the son of Dasaratha (Laksmana) vanquishing Indrajit, 
now it increases at the sight of Laksmana's son ( Candrakelu ) too performing 
the duties of the brave. This is indicated in the phrase ‘by good fortune’. 

(15) Amar$a 

153cd. The anger sustained towards those who have wronged one be¬ 
comes amarsa (intolerance/hatred). 

The prakarsa of rasa in that form is as follows: 

They who assaulted our lives and possessions by setting the house of 
lac on fire, by poisoning our food, by inviting us to the royal court [for 
gambling]; they who pulled the hair and clothes of the wife of Pandavas, can 
these descendants of Dhrtarastra be happy while I am alive? (47) 

Here, from Bhimasends being unable to bear even the word ‘happy’ 
applied to the descendants of Dhrtarastra, the hatred born of their harmful 
deeds like the house of lac, is clearly perceived. 


(16) Asuya 

154ab. The inability to bear the virtues and accomplishments of an¬ 
other because they are superior, is asuya (envy). 

Th ejanma of rasa in that form is as follows:. 

Worthy of regard they are; their conduct is beyond criticism; let them 
be. But the less said the better <hum vartate\ They are indeed great men in 
the world, of unquestioned fame, even in the death of Sundd s wife [Tadaka], 
In the batde with Khara, the three steps taken backwards, or the wile in 
destroying Vail (lit the son of Indra ) - on that too this person (myself) is well 
informed. [I know Rama's story only too well.] (48) 

Here, although in this ironic recounting of faults, it is jugupsa (con¬ 
tempt) which is being manifested, the asuya which led to its manifestation is 
not lost 
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(17) Ir$yS 

154cd. Not tolerating the honour, gifts etc. given to equals, is called 
irsya (jealousy). 

The prakarsa of rasa in that form is as follows: 

‘Hum, shameless one, leave this place, go and conciliate that woman 
who has put this mark on your forehead with the red dye of her toe.’ (4!)) 

Here, on the lover’s going away to please the co-wife, the jealousy caused 
in this woman who is not able to bear that importance (given to the other 
woman], is increased by his pleading etc,, and manifests itself; it is further 
inflamed by the discovery of his falling at her rival’s feet, from the red mark 
on his forehead. Associated with ‘hum 1 ing in protest, reprimanding, knitting 
of brow, beating, gesticulation, trembling, perspiration and choked voice, it 
has reached a heightened stage. 


(18) Vmda 

155ab. The despondency in the heart at the absence or loss of a way 
out is viyada (despair). 

The prakarsa of rasa in that form is as follows: 

Dear one! Where are you [in the wilderness], where the friendship of 
the monkey-king (Sugriva) is of no use to me, as is the valour of the monkeys 
and the wisdom of Jdmbavdn, where even the Wind’s son ( Hanumdn) cannot 
reach, whither even Nala, the son of Visvakarmd, cannot build a road, and 
where the arrows of Sumitras son ( Laksmana ) cannot find their destination? 

( 50 ) 

Here, in the matter of meeting Slid, the futility <abhava> of the means, 
such as the alliance with Sugriva, whose glorious deeds Rama has seen, makes 
the despair deeper. [Banished by him, Sitd cannot be found and brought 
back, as she was from Lanka] 


(19) Dainyam 

1 55cd.With the abandoning of pride, the meekness in speech etc., is 
called dainyam (humility). 

The anubandha of rasa in that form is as follows: 
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‘Having well thought of us, who are rich in self-restraint, and of your 
exalted family, and of her attachment to you that came about somehow, 
unprompted by her family, you must accept her with the usual honour as 
one of your wives. Further to this depends upon destiny; it cannot, indeed be 
stated by the wife’s kinsmen.’ (51) 

Here, the meekness of prayer in the first three lines, which is born of 
affection (for Sakuntald ), isjoined by the other meekness [in the face of destiny] 
brought in by the fourth line. 


(20) Ugrata 

1 56ab.The severity in the words or acts attacking those who harm one, 
is known as ugrata (sternness). 

The prakarsa of rasa in that form is as follows: 

On that frame which used to be hurt even by the delicate s'iri$a flowers 
hurled in play by her dear friends in a mood to tease her, you whose weapon 
was thrown to kill! Let this my arm fall like the^taff of death, on your head. 

(52) 

Here, apprehending Aghomghanfa at the height of his ill-doing, Madhavds 
words and assault spring forth with intense harshness. 

(21) Trdsa 

156cd. The mind being starded by a sudden fright is trdsa (panic). 

The janma of rasa in that form is as follows: 

Struck suddenly on their thighs by the darting fish, the divine maidens, 
their eyes constantly moving in fright, their leaf-frail hands waving, became a 
sight to watch even for their friends. (53) 

Here, the unsteadiness of eyes and waving of hands occur due to natu¬ 
ral fear as well as gaiety in women. Even though fright has made its appear¬ 
ance, it does not have great significance, and so there is no further descrip¬ 
tion <anubandha>. 


(22) SankQ. 

15Tab. The anticipation of an undesirable happening is called saiikd 
(apprehension) by the learned ones. 
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The prakarsa of rasa in that form is as follows: {Prdkrta) 

Let her not, wasting in separation, suddenly get (the news of) the lover’s 
coming. The great joy may really kill the (already) dead one. (54) 

As ‘love sees danger everywhere’, observing the girl wasting away in 
separation, her loving friend has the apprehension that she may die, unable 
to bear the upsurge of joy at the arrival of her lover. 


(23) Gada 

1 57cd. The agony of the heart due to separation etc., which afflicts the 
body, is gada (malady). 

The janma [?] of rasa in that form is as follows: 

Placing this wide lotus leaf on her chest does not tell of her love-lorn 
condition as does the expanse of her breasts, through the two circles on the 
leaf which have been scorched by the torment of her heart (55) 

Here the torment of the body is manifested in the scorching of the 
lotus leaf placed on SdgariM s bosom. 


(24) Gldni 

15 Sab. The draining of strength due to the excess of mental or physi¬ 
cal affliction is gldni (debility). 

The anubandha of rasa in that form is as follows: 

This long, cruel sorrow, drying up the flower of her heart, wilts her pale, 
thin form resembling a tender leaf severed from its stem, just as the heat of 
the autumn sun shrivels the inner petals of the ketakl (56) 

Here the gldni following her deep grief results in the pale and thin 
appearance. 
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(25) Unm&da 

158cd. The tumult/confusion in the mind due to longing, joy, sorrow 
etc., is unmada (madness). 

The nispatti of rasa in that form is as follows: 

Where this mean act and where indeed the lunar race! If only she were 
visible again! Oh that face, beautiful in anger, said to be the remover of all 
defects! What will men endowed with intellect and free of demerits say? 
That is an altogether different line. O heart, be normal. Who is the young 
man who will get to drink her lips? (57) 

Here the love of Pururavas who is parted (from Urvasi ), intensified by 
longing etc., results in unmada, which takes the form of raving. 

(26) Sambhrama 

1 59ab. The agitation in the mind from excessive concern is called 
sambhrama (agitation). 

The sahkara of rasa in that form is as follows: 

Enough, enough of this your brave act. Cast away at once that creeper 
noose. Throw the noose of your arms around my neck, for a moment, to 
hold back in the lord of your life, his life which seems to be slipping away. 

(58) 

Here the intense agitation born of love mingles with the flash of thought 
which too is inpired by love. 


(27) Srama 

1 59cd. The tiring of the mind and body from excessive effort is srama 
(weariness). 

The sahkara of rasa in that form is as follows: 

O fair-brow! It is making your words falter, stretching on every limb ol 
yours, bejewelling with drops of perspiration the moon of your face and 
completely closing your eyes - weariness is sporting in you like a glance of 
the lover. (59) 
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Here, the weariness caused in Malatl by the effort of picking flowers 
and her love springing forth at the sight of Madhava, sharing the same effects 
- perspiration, unsteady speech, limpness of the limbs and closing of the 
eyes - mingle with each other. 


(28) Nirveda 

160ab. The world-weariness of mind caused by the birth of true knowl¬ 
edge is nirveda (detachment). 

The sesa of rasa in that form is as follows: 

Leave alone old age, death, misfortune and disease; I think to be born 
again and again itself is shameful for men of steadfast goal. (60) 

Here the birth of detachment in a person who is aspiring for liberation 
is perceived. 


(29) Jadyam 

16Qcd. That is jadyam (inertness) when there is slackness in action due 
to worry, longing, fear etc.. 

The nispatti of rasa in that form is as follows: 

Limply resting his head on the bow end, and transforming as it were, 
with his stream of tears, the bowstring into some strange creeper, alas, troubled 
by hearing the clouds boom again and again, the noble one, lost in some 
thought, neither moves nor stays still. (61) 

Here the inaction of Rama suffering from separation is manifest 

(30) Alasyam 

161 ab. The aversion to action because of comfort, wealth, intoxica¬ 
tion etc. is alasyam (laziness). 

The nispatti of rasa in that form is as follows: (Prakrta) 


Lost in the joy of gazing at the ample breasts of his wife, the traveller 
who has to depart soon, is gladdened by inauspicious Tuesdays and rainy 
days. (62) 
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Here, the laziness' of the man who wishes to go but is not leaving, 
enjoying the happiness of love, is manifest. 

(31) Nidra 

16 1 cd. That is nidra (drowsiness) when the senses turn away from 
their function due to fatigue etc. 

The anubandha of rasa in that form is as follows: 

The glances from eyes which are languidly rolling in sleep, their turning 
pupils half-covered, of the moon-faced woman, are unbearable for Madana 
himself. ( 63 ) 

Here, the drowsy glances due to the sleepiness caused by love, effort, 
keeping awake etc., are accompanied by turning pupils, slanting movements 
etc.. 


(32) Suptam 

162ab. The shutting of the outer sense organs due to drowsiness etc. is 
suptam (sleep). 

The prakarsa of rasa in that form is as follows: 

Causing anguish to her rivals (the co-wives) with her tired limbs, the 
daughter-in-law is sleeping blissfully after having enjoyed to the full, the joy 
of love. (64) 

Here, from the word ‘nirbhard alone, the prakarsa is evident 

(33) Prabodha 

162cd. That is prabodha (awakening) when consciousness comes back 
due to causes which drive sleep away. 

The anubandha of rasa in that form is as follows: 

May that slanting glance protect you for ever - cast by Vi$nu a§ he is 
about to leave his serpent bed, cushioned by the circle of its hoods - which is 
a little athwart as the eyes have just opened, dazzled for a moment by the 
gems (on the serpent hoods), heavy with the long task (of sleeping) accom¬ 
plished, bearing drops of water from his yawning and stretching, and red¬ 
dened by the break in slumber. (65) 
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Here, from ‘squinting as the eyes have just opened’ etc., it appears that 
the awakening is not yet complete. 

11. Visefas Illustrated 

163. The rasas such as love have been spoken of in terms of the various 
bhdvas involved. Now among them, the varieties of a few will be described. 

There - 

164. These are the rasas - srhgdra (erotic), vlra (heroic), karuna (pathetic), 
raudra {furious ), adbhuta (marvellous), bhaydnaka (terriblej, bibhatsa (disgustful), 
hasya (comic), prey An (tender), s'Anta ( quiescent ), udAtta (noble) and uddhata (proud). 

165. Rati is said to be of the following (eight) types, viz. naisargiki (natu¬ 
ral), sdmsargiki (in contact), aupamyavati (in similarity), adhyatmiki (transcen¬ 
dent), abhiyogiki (approaching), samprayogiki (relating to union), abhimdniki 
(with sense of belonging) and vaisayiki (involving the senses). [These terms 
are used in the illustration.) 

166. Prlti too is like rati (i.e. of eight types). But the variety samprayogiki 
does not occur in this. In its place there is the type called abhyasiki (involving 
habit). Their examples are as follows. 


Rasa-visesas - (1) Apigdra Rasa 

Thinking her to be dead, I resolved to die to go with her. How indeed 
have I found the same Avanti princess in this very life? (66) 

Here, as ‘ rasa results from the sthayi-bhava in the coming together of the 
vibhava, anubhava and vyabhicari ra/i itself is transformed into the syiigdra rasa. 
Here, the enduring emotion, love, springing up in the king of the Vatsa coun¬ 
try ( Udayana ), from the main cause, the proximity of Vasavadatta, the princess 
of the Avanti country, is further strengthened by the encouraging conditions 
of‘her coming back to life again’ etc.; and joined by the happy passing states 
of joy, content, etc., revealed in the words uttered, ‘thinking that she is dead’ 
etc., it acquires the name ‘love in union in the wake of pathos’. 

(2) Vira Rasa 

How can I become a king before conquering the earth extending to the 
ocean, before performing various sacrifices, before giving away wealth to the 
needy? (67) 
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Here the enduring emotion of valour, arising from the main cause - 
(the aim of) conquering the earth etc,, supported by firmness, courage etc., 
and resulting in the recollection, determination and argument evident in his 
speech, is known by the name vira rasa. 

(3) Karuria Rasa 

That queen whose delicate limbs were pained even by the bed of flow¬ 
ers, how does she repose on the burning pyre? (f>8) 

Here sorrow is the main emotion, arising chiefly from the death of the 
queen; it is heightened by the placing on the pyre, the fire burning the limbs 
etc; and mingling with the transient states of resignation, despair, paleness 
etc., which can be gathered from the words uttered, it comes to be known as 
karuna rasa. 


(4) Raudra Rasa 

He by whom Draupadl <Krsna> was held by the hair and dragged, in my 
very presence-that sinner Duhsasana is now before me. Will he live even a 
moment now? ((>{)) 

Here, in this scene of Bhlmds wrath against Duhsasana who is its chief 
cause, the main emotion, the anger born long ago, is now, on having found 
him, inflamed by the memory of his seizing Draupadi and dragging her by the 
hair etc.. And, giving rise to the painful states of rancour, passion, trembling 
and strain which can be gathered from his words, it is manifested as raudra 
rasa. 


(5) Adbhuta Rasa 

The trees of paradise have fine fabric for their leaves and jewels like 
pearl strings for flowers; wines form their fruit and mansions serve as branches. 

( 70 ) 

Here, the natural behaviour of trees is to bear leaves, flowers, fruits and 
branches. But on the trees of heaven, in the place of leaves etc., there are 
silks, necklaces, wines and mansions. This is marvellous. The state of wonder 
arising from these causes in the person who has reached heaven, is enhanced 
by noting each wonderful part And manifesting itself in the passing feelings 
and reactions of joy, horripilation, sweat, stammer etc., which are apparent in 
the words uttered, it is called adbhuta rasa. 
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(6) Bhay&naka Rasa 

This is the thunderbolt of Indra, lined with fire on its edges, the veiy 
thought of which makes demon women abort their babes, (7 1) 

Here the main emotion, fear, arising in the demon wives from the mere 
thought of the cause of terror, the thunderbolt of Indra with its fiery rim, is 
increased by remembering the smashing to death of the demons it has ac¬ 
complished; and combined with the reactions such as aborting their babes, 
and the spells of perspiration, shock and shivering which must have accom-'- 
panied them, it becomes the rasa of terror, which can be called bhay&naka, 
even in this speech by someone (describing the terrible weapon). 

(7) Bibhatsa Rasa 

With cupped hands, again and again drinking your enemies’ blood, 
and wearing their guts as ornaments, the demons are dancing with their 
headless trunks. (72) 

Here, in the person eulogising the (hero’s) victory over the enemies, 
disgust arises as the main emotion, and its chief causes are the demons. 
Heightened by the other revolting details-the headless trunks bathed in the 
blood spurting from the cut necks being made to dance, the demons adorn¬ 
ing themselves with the guts and drinking the blood etc. - and manifested in 
the transient feelings of fear, frenzy, doubt, shame etc. which can be imag¬ 
ined from his words, it is called the bibhatsa rasa. 

(8) Hasya Rasa 

Friend! This new nail-mark on your bosom - you who were recently 
offended - cover it with your cloth. (73) 

Here, happening to see her friend who is providing the rasa context 
i.alambanarvibhava\ as she had chosen to be offended with her husband ear¬ 
lier and now has his nail-marks on her bosom, this friend has her mirth, the 
chief emotion here, aroused. The emotion is enhanced by the memoiy of 
the anger adopted and so on, and results in this speech. From her words the 
passing states of suspicion, concealment, choked throat etc. can be gathered. 
Manifested thus, it is called hasya rasa. 
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(9) Prey&n Rasa 

What I like, that my beloved does. Not knowing whether this or that 
pleases (me), she does it. ( 74 ) 

Here the main emotion, sneha (tender attachment), which has been 
roused in the gentle hero of a steadfast, loving temperament, by some action 
of the beloved lady, supported by the delicateness of the lady and by his own 
nature, and joined by the transient states of befuddlement, reflection, satis¬ 
faction, recollection etc., and with the reactions of praise etc., is seen to 
result in the prey an rasa. 

This should be the basic character of rati (love) as well as prlti (affec¬ 
tion). As has been said - 

The partiality that arises without intention does not meet with rejection. For the 
thread of attachment sews hearts together. 


(10) $3.nta Rasa 

He whose mind is contented, all the riches are his. For one whose feet 
are covered with shoes, the entire world is verily covered with leather. (75) 

Here the main emotion, dhfti (content), arising in the steadfast, quiet 
hero, due to the main cause, the good fortune of having a wife who acts in 
harmony with his mind, is enhanced by ancillary causes such as reflecting on 
the true essence of things; and coupled with the transient states of recollec¬ 
tion, reflection etc. and with the utterance of words, it is manifeststed as the 
rasa called s'dnta (peace). Others consider sama (tranquility/equanimity) as 
its main emotion. But equanimity is only an aspect of contentment itself. 


(11) Udatta Rasa 

As she may be approached by anyone, another can, without qualms, 
court the unbetrothed girl. What to say of Brahmd s <paramesthinafa grandson, 
the conqueror of the entire world ( Rdvana )? (76) 
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Here the mati (thought) of the noble-minded Rama, naturally inclined 
towards truth, shies away from wrong-doing; and when drawn to a course of 
action does not desist from it. ‘This Sita is fit to be chosen by me’ - proceed¬ 
ing in this manner, it is strengthened by Ravana s suit and Lak$mand$, instiga¬ 
tion [to condemn Ravana s seeking Sita’ s hand); joined by concern, argu¬ 
ment, shame, concealment, recollection etc. which are arising, and discrimi¬ 
nation, civility, magnanimity, patience etc., which are evident in the reply 
suitable to the occasion, it is manifest as udatta (noble) rasa. 

(12) Uddhata Rasa 

‘I have wronged (him)’ - let this thought not cause any fear in your 
heart My sword does not ever want to strike those who have turned away (in 
battle). ( 77 ) 

Here, ‘The fear in your mind - ‘I have wronged him..’- get rid of that. My 
sword is never eager to attack those who have turned away from battle’- in 
this a deep self esteem is evident This is the rasa named uddhata which arises 
from garva (pride). 

Again some taking the following (principle) - 

‘Out of consideration, towards lesser adversaries brought under their control, the 
showing of compassion reveals the greatness of great men 

to be the noble idea illustrated by this example, place it in the udatta 
class, and illustrate the manifestation of uddhata with the already mentioned 
example of swelling pride - ‘So long as I bear arms etc.’ [ex. 38.j 


Bhava Visejas - ( 1) Rati Varieties 

Among the varieties of rati, naisargiki (natural) is as follows: 

Rejecting Indra and the other wealthy lords of the four quarters, this 
proud one ( Pdrvati) desires to attain as her husband, Siva (lit. the bearer of 
the Pindka bow), who cannot be conquered by beauty, as he has himself 
destroyed Madana. (78) 

Here, due to the impressions of another (previous) birth, this (love) 
springs naturally <nisargatah>. 

Sdmsargiki (on contact) is as follows: 
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O virtuous one! Those winds from the snow-mountain, blowing south¬ 
ward, whipping asunder the Lender leaves of the devadaru trees, and fragrant 
with the milk exuding from them, are fondly embraced by me, for they may 
have caressed your limbs. ( 79 ) 

Even though winds, with their coolness and fragrance, usually cause 
pain to parted lovers, here, imagining contact with the limbs of the beloved, 
they are being embraced [by the lover]. Hence this love is due to contact 
<samsarga>. 

Aupamanikl (on resemblance) is as follows: 

In this pair of children, this and this feature of Slid (lit. daughter of 
Janaka) can, on scrutiny, be clearly spotted. It is as if the face of my beloved 
with the beauty of the fresh lotus, has again come before my eyes. (80) 

It is the love for Sitd that is causing delight in Rama on beholding the 
resemblance < upamdna>. 

Adhyatmiki (transcendent) is as follows: 

True that I do not remember the daughter of the sage, (now) repudi¬ 
ated, as having been married to me (lit. as a wife). But my heart, aching 
poignantly, makes me believe (her to be so) as it were. (81) 

Here, this love for Sakuntala , in Dusyanta who has forgotten the events 
of marriage etc., due to the curse of Durvasa, is transcendent <adhyatmam>. 

Abhiyogikl (approaching) is as follows: 

By the languid, arched, innocent, affectionate, steady, slow, wide- 
pupilled-with-wonder, sidelong glances from her thick-lashed eyes, my 
defenceless heart has been stolen, battered, drunk up, uprooted. (82) 

In this advance <abhiyoga> by Malati: s glances which indicate her great 
love, Madhauas exceeding love is (shown to be) created. 

Samprayogiki (in union) is as follows: 

When the lover insistently holds her hair and raising her face, kisses it, 
the muttered protests - ''hum hunt , ‘release me’, and ‘don’t’- of the woman 
who has hoarded her anger, captivate. (83) 

Here, from the gentle actions adopted for threatening, freeing herself 
and warding off (the lover’s advances), by this proud woman, the beginning 
of love in union <samprayoga> is perceived. 
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Abhimaniki (with sense of belonging) is as follows: 

She is the Lak$mi (prosperity) of this home. She is the collyrium of 
ambrosia to my eyes; this touch of hers is a lavish coat of sandal on my 
body; her arm on my neck is a cool, soft string of pearls; what of hers is not 
dear? - ‘Only parting (from her); that will indeed be unbearable. (84) 

Here the pleasure lies in the sense of ownness <abhimana >. All types of 
love arise in this way, from that feeling. 

Among the varieties of vaisayiki (rati relating to the senses), in sabda 
(sound) it is as follows: 

The songs of the women pounding the grain, their charm heightened 
by the jingle of their bangles which move in synchrony with their arm-creepers 
gently moving the pestle up and down in a gay mood, and the gamaka strings 
on their bosoms which are heaving up and down in musical sighs, steal the 
heart. (85) 


In spars'a (touch) it is as follows: 

Thrilling the limbs, causing bliss in the heart, and closing my eyes, this 
is my beloved’s touch gaining on me. (8(>) 

In rupa (appearance) it is as follows: 

Those women who were drinking up the Raghu scion [Aja) with their 
eyes did not turn to any other object. It seemed as if the activity of all their 
other organs had entered their eyes. (87) 

In rasa (taste) it is as follows: 

Frail one! Whose heart will your lips with this shade of coral not sLir 
with the desire for drinking, as (in one treading) the path in the desert, bare 
of tree shade? (88) 

In gandha (fragrance) it is as follows: (. Prakrta) 

O expert cook! Do not be cross. Drinking (he air fragrant like the red 
patala from your mouth, the fire continues to smoke and does not bla/.e [so 
that you will not stop blowing into itj. (89) 
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(2) Prlti Varieties 

Among the varieties of prlti the naisargikl type is as follows: 

Blessed are those who are smeared with the dust on the limbs of their 
dear children who sit on their laps, showing their bud-like teeth in their 
unthinking laughter, and babbling words which are charmingly indistinct. 

( 90 ) 

Here, ‘as love arises, one is attached to the offspring, or is born as the 
child’ - this effect of the impressions from another birth, is revealed. 

The samsargihi is as follows: 

Goddess Earth (lit. She who keeps the world) has given birth to you. 
The \dmgjanaka who is equal to Prajdpati (Father of creation) is your father. 
O delightful girl! You are the daughter-in-law of those rulers in whose lineage 
the sun and we are the gurus [parent and preceptor respectively], ( 01 ) 

Here, for her link with Mother Earth etc., Vasistha and others love Sita 

The aupamdnikl is as follows: 

Who is this lad, cool and dark like the petal of the blue-lotus, adorned 
with sidelocks, shining pure, decorating the assembly of boys with his charm 
alone, who seems to be my son Rama, become a child once more, at one 
glimpse anointing my eyes with ambrosia? (02) 

Here, because of his resemblance to Rdma, Janaka feels love for Lava. 


The adhyatmiki type is as follows: 

Beholding him, the son of Prthd was swept by love. Even when he is not 
known, the heart delights intensely in a kinsman. (00) 

Here, even though not recognised, on merely being beheld, Indra glad¬ 
dens his son, Arjuna 


The dbhiyogikl type is as follows: 
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This lord of the bears and monkeys was the one friend in distress. This 
scion of Pulastya fought in the forefront in the battles’- when Rama intro¬ 
duced them thus, with veneration, Bharata saluted the two, overlooking 
Laksmana. (94) 

Here, as they have offered to assist him in the search for Sita and the 
subsequent war, love arises in Rama for Sugriva and Vibhisana, 

The abhyasiki (priti) in the place of the samprayogiki {rati) is as follows: 

Like a clever wife, by constant service, the sport of hunting conquered 
that king, who, in his growing passion, had forgotten all his other duties, and 
rested his burden on his ministers. (95) 


Here - 


‘The attachment lying beyond (expression through) words, marked by repeated 
practice, to activities such as hunting, is described as abhyasiki (habitual). ’ 

This definition applies here. 

The abhimaniki type is as follows: 

If this battle is to be with the kings of the solar dynasty - who, from the 
time of the great Vaivasvata Mann, have guarded Indra from fear and lighted 
the fire of their ksatriya valour for destroying the arrogant (demons), - then 
this my b6w, whose string has been consecrated <mrdjitajyam> by the shower 
of fierce rays from their glinting weapons, is indeed blessed. (<)(>) 

Here, having found an adversaiy after his heart, Kusa, who enters after 
Lava (into the scene), is happy. 

Among the vaisayiki varieties, in s'abda it is as follows: 

The flutes, sounding sweet at daybreak (lit. the end of night) - resting 
on the hurt lips of the young wives of the wandering singers, and drawing 
their soft breaths, their holes covered and released by swift fingers in old 
songs - are being drunk drowsily with their ears by the Sindhu folk davanyaifo. 
(97) 
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In sparsa it is as follows: 

Subduing the onslaught of the sun’s heat, blowing gently, stroking the 
lotuses, and carrying cool drops of water, the wind seen in rings of ripples, as 
if gave a supporting arm to the fair women. (98) 

In rupa it is as follows: 

With its tall peaks darkened by fresh clouds, with the carefree dancing 
begun by peacocks wild with intoxication, with its body cooled by trees which 
are colourful with nesting birds, with its immense rocks, this mountain gives 
pleasure to the eyes. (99) 

In rasa it is as follows: 

This Phdlguna - the month of sugar-cane liquor, of curds mixed with 
ghee, of pig’s meat - is on its way out (1 ()()) 

In gandha it is as follows: 

(That mountain) where, to relieve their itching temples the elephants 
rub them against the sarala trees, making the sap drip from their bark, and 
the fragrance pervade its slopes. ( 101 ) 

This is only a sample (of the variety in love). 

Varieties such as yuddha-vira 3 dana-vira , daya-vira of utsaha ; bhdma, manyu, 
utprasa of krodha; smita, hasita, vihasita of has a; svapna, marana and s'ama of 
prasuptam, pralaya and mati, (respectively), are all there to be explored. 

In illustrating rasanifpatti in the form of utsaha [ex.67], even though each 
of the three types of vira - yuddhavira in ‘before conquering the earth rimmed 
by the ocean’, danavira in ‘before performing various sacrifices’, and dayavira 
in ‘before giving wealth to the needy’- has been presented already, they will 
be illustrated individually, as each one of them is capable of being manifested 
as rasa. 


(3) Vira Varieties 

Amongst them yuddha-vira (warrior) is as follows: 

‘Look at this slope before you. Here indeed tfiva, playfully disguised as 
a hunter, was hit hard on his head by Arjuna with the bow.’ Hearing this 
wonderful stoiy of Arjuna (lit- Subhadrd s husband), on the snowy mountain, 
by him (lit by whom) his staff-like arms were carefully <.mandarfi mandam> 
adorned (with armour]. (102) 
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Dana-vira (munificent lord) is as follows: 

[That king] in whose magnificent festival of giving, the earth herself, desirable, 
brimming with oceans of curds, milk and butter, became the object of 
exclamations of pity. (103) 

Daya-vlra (compassionate hero) is as follows: 

[Dilipa to the lion -] So tiy to appease your hunger with my body. Please 
free this cow of the great sage - her young calf must be eagerly awaiting the 
evening. (104) 


(4) Krodha Varieties 

Even though twenty-four varieties of krodha are possible, viz. bhdma etc., 
since they can all be classed as lalita (delicate), alalita (harsh) or ubhaya (both), 
only three types are being illustrated here. 

Of those, the delicate anger, bhama, in women is as follows: 

Where (in that city), by the show of anger in the knitting of brows, 
quivering of lips and raising of delicate fingers in threatening gestures prac¬ 
tised by the women, their lovers were made supplicants for favour. (105) 

Manyu or the mass of pain caused by a fault of the lover is as follows: 
(. Prdkrta ) 

In the face of the wife, not fit to be seen, with ear-rings made of flowers 
from diyland creepers, are noticed hurt eyes, big with tears. (106) 

Objection - How is this not jealousy? Answer-Here, not merely the 
inability [of the woman] to bear the regard and gift [given to another] is 
intended, but the great pain suffered on account of it 

The utprasa (derision) involving veiled censure of the beloved, is as 
follows: ( Prdkrta ) 

O friend! Men are indeed the lords of women. Are you aware of it? 
Then what is the fault of that noble girl who is agitated on account of love? 

(107) 
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(5) H&sa Varieties 

Alhough varieties of hasa such as upahasa are possible, since all these 
come under vihasita, only three kinds, involving a little less or more (of mirth), 
are illustrated. 

Of them, smitam (smile), expressing slight mirth, is as follows: 

If a flower were laid on a fresh leaf, or a pearl were to rest on a spotless 
coral, then that could imitate the clear smile lighting up her red lips. (108) 

That in which the gleam of teeth is visible, called hasitam, is as follows: 

Watching the portrayal of Ganapatis dance, with the lustre of excessive 
laughter, sparkling with the rays from your white teeth, (that is fit to be) the 
moonlight on the face of the dreadful night shrouded by darkness, (that is 
serving as) the flaming torch lighting up the show, you are defeating the 
moon in glory today. (100) 

The same (hasitam), more open, called vihasitam, is as follows: 

Putting together the crescent moon which had fallen (from his head) 
and a piece of her bangle which had broken in their love scuffle, in a circle, 
He to whom the laughing daughter of the mountain said ‘Lookl’-may that 
Siva, that daughter of the mountain and that play-moon, its form filled by 
the rays of their teeth, protect (all). (1 i()) 

(6) Suptam, Pralay a/Mur echo, and Mali Varieties 

The svapna (dream) type of sleep <suptam> is as follows: 

O Brother! I recall, in dream today my beloved was seen, with her face 
turned away in anger. Weeping with the words ‘Don’t, don’t touch me with 
your hand’, she took a step to go. No sooner had I embraced her and begun 
to soothe her with a hundred pleasing words, than that villain Fate robbed 
me of sleep. (ill) 

The maranam (death) type of unconsciousness <murccka> is as follows: 

Glimpsing that [death giving garland which fell], a friend for a moment 
to her shapely breasts, defence-less, that beautiful queen closed her eyes for 
ever, like the night robbed of its moon by the eclipse. (112) 
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The sama (equanimity) type of reflection <matb is as follows: 

As long as the ignorance born of the blindness of eros lasted, this 
whole world seemed to be full of women. Now made even, with the collyrium 
of superior discrimination, our eyes perceive all the three worlds as brahma, 

(113) 


1 67abc. In the same way, knowledge of other varieties of each rasa and 
bhdva must be gained. 


12. Paripo$a Illustrated 

167cd. Its turn having come, now pariposa will be explained. 

(1) Asraya 

Here the asraya (the character in whom emotion is presented) is of 
three kinds - man, woman and lesser creature. 

Of them, man is as follows: 

It is strange how, in the presence of the spodess moon of the blue- 
lotus-eyed one’s face, my heart at once becomes bereft of life (volition) and, 
like a genuine moonstone on the mountain, undergoes the transformation 
of melting. (114) 

Woman is as follows: 

Then, my Lord, incensed by those vile words, even that serene Slid 
assumed a harshness and, bursting out with sharp clear words emitting sparks 
of fire, she blazed like the suryakanta stone. (115) 

In lesser creatures it is as follows: 

The poor cakravdka cops shrilly, sighs, faints, flies to the bank, thence to 
the tree, from the tree again to the pond; but he does not feel happy in the 
pond, nor does he eat the lotus fibre, in the nights, parted from his mate. 

(116) 
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(2) Vijaya 

The visaya (object of emotion) is of three kinds, cetana (conscious per¬ 
son), tiryag (lower creature), acetana (non-living thing). 

Of them, cetana is as follows: 

This is that swift-eyed one ( Slta ), the abode of all the beauty in the 
three worlds; and this is that bad soul {Rama) by whom my sister was harmed. 
Here intense desire and here the great blaze of anger. And this guise [of the 
sage] has been donned [by me]. My mind is perplexed- ‘How can this be?’ 
(117) 


Tiryag is as follows: 

On her dear one’s return [from travels], visualising the ordeal of cross¬ 
ing desert lands, the wife cast a glance on his face, swaying with tears of 
complete happiness. Giving mouthfuls o [pilu, sami and karira to the camel 
[who had travelled with him], she caringly rubbed away the dust clinging to 
the matted hair of his mane with the edge of her own dress. (118) 

Acetana is as follows: 

The great elephant did not pick up the pieces of sugarcane tossed 
before him; nor did he look at the elephant cow who had approached. With 
his eyes closed he was brooding on the great celebration of his life in the 
forest, where he used to wander as he wished. ( 119 ) 


(3) Alambana-vibhdva - (a) jMnam 

Jnanam (acquaintance with the emotion/object of emotion) is in three 
ways - through perception, through report, through guess/premonition. 

Of them , jnanam through perception is as follows: 

A lotus, even though covered with moss, is charming; the spot, though 
dark, heightens the beauty of the Moon; this girl of slight frame is more 
lovely with her bark-cloth; to sweet forms, what, indeed, is not an 
embellishment? (120) 


That through report is as follows: 
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‘Does that moon-visaged \Sitd] really possess that extraordinary beauty? 
Or is my sister’s intention set on urging me to remove a rival?’- agitated by 
these conflicting thoughts arising in it, my mind is in such a state that even 
this small road (to Pahcavati) that lies before me appears to be very long. 

( 121 ) 


That through guess is as follows: 

Peaceful is this site of the hermitage, and (yet) my arm throbs; whence 
can there be any fruition for it ? Or rather things destined to happen find 
ingress everywhere. (122) 


(b) Samskara 

Samskara (fashioning/building up the emotion) is threefold - adrta,patu 
and abhyasta. 

Of them, adrta {samskara), from the assurance of the asrayd s excellence, 
is as follows: 

- Your daughter is a gem among girls, who is not bom of a human source; 
and we are the seekers. Wherever a gem may be, it finally reaches us, even 
overlooking Indra, And a girl is meant for somebody else. By her being given 
to me, I will become your kinsman; and men whose forefathers were Pulastya 
and Pulaha will become your connections. (123) 

Pafu {samskara), from the keenness of intent, inspired by the vi$ayd s 
excellence is as follows: 

Her birth is from the gods’ sacrifice; her father, the king {Janaka ) ex¬ 
pounds brahma; and her bright, happy form generates love in me, (124) 

Abhyasta {samskara) results from the confirmation by practice, through 
repeated acquaintance. That is as follows: 

Seated on the high window of the upper room of the mansion, looking 
again and again at Madhava strolling up and down the city street below, verily 
like a new Madana <Kama> , that Rati, Malati, is tormented by limbs trembling 
in extreme desire, we hear, ( 1 25) 
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Here, because of the vis ay as excellence and the asrayds excellence the 
intention/faith <pratyaya> is keen and firmly established, and it starts the 
building up <samskara> (of the rasa ) well; even then, it is with repetition that it 
becomes more keen and firm, and this is called abhyasta (.samskara ). 

(4) Uddipana-vibhavas 

Among the uddipana- vibhavas, ‘malya etc.’ means garlands, attire, orna¬ 
ments etc. 

Of them malyam (garlands) is as follows: 

Wearing ornaments gifted by the blooming spring, of as'oka sprigs mock¬ 
ing rubies, karnikara blossoms drawing in the lustre of gold, and sindhuvara 
buds stringing together pearls, she... (1 2(3) 

Vastram (attire) is as follows: 

...stooping a trifle because of her breasts, and wearing robes of the hue 
of dawn, (she) looked like a wandering green creeper bending with bunches 
of blossoming flowers. (127) 

Vibhusanam (ornament) is as follows: 

Her neck, gracefully curved above her breasts, and the round string of 
pearls, enhancing each other’s beauty, shared the roles of ornament and the 
adorned. (128) 

The season, youth, intoxication etc. are referred to as rtvadi 

Of them rtu (season) is as follows: 

Madana (lit. five-arrowed) is already agonising this my heart which can¬ 
not turn away from seeking the unattainable object (the beloved). What will 
happen when the mango trees of the garden, whose yellow leaves are now 
falling off with the Malaya breeze, start displaying new leaves? (129) 

Vayas (youth) is as follows: 

‘Let not Madana (lit whose birth was not from any other) delude you. 
Let not your mind be clouded by dark urges.’ All this (advice) is useless here, 
because Madana has already stretched the string (of his bow), and new youth 
is there. (130) 
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' Mada (intoxication) is as follows: 

At once the beautiful faced {Parvati) came under the influence of both, 
Siva <Sulin> and intoxication - who had driven away her shyness, and with 
kindled love, wanted to lead her to the bed. (131) 

‘Candana etc.’ includes candana (sandal anointment), snanam (bathing), 
dhupa (incense) and so on. 

Of them candana is as follows: 

Sandal is the shelter of serpents; the moon and wine are both wombs 
of distress. In separation from the beloved, what to speak of the agony they 
cause; it is a wonder that they do not kill. (132) 

Snanam is as follows: ( Prakrta ) 

Madana <Kama> does not (need to) take up his bow for those women 
whose eyes are red, and whose thighs are revealed through their wet gar¬ 
ments, as they bathe in the afternoon. (133) 

Dhupa is as follows: 

In the tresses wet with bathing, loose, filled with the fragrance of in¬ 
cense, decked with the evening jasmines, Madana who had lost his vigour 
with the ending of spring, regained his strength. (134) 

The word ‘ candrodayadayaH stands for rising of the moon, rumbling of 
the clouds, recalling a love response etc. 

Of them candrodaya (rising of the moon) is as follows: 

As the horizon was pervaded by the moon with his beams, cool as 
sandal, by that deer-eyed one her tears were bestowed in her eyes; her face 
on her hand; her life breath in the hollow of her throat; yourself in her heart; 
shyness behind her back; and your virtues in her speech. (135) 

Ghanadhvani (rumbling of the clouds) is as follows: ( Prakrta ) 

Today, without him, as I keep remembering the joys experienced, the 
rumbling of the new clouds sounds like the execution drum to me. (13(5) 
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Upakarasmarana (recalling a love response) is as follows: 

That is making my heart ache now - how, on seeing me [after a long 
separation], not minding her slipping upper cloth, with eyes darting like those 
of a frightened, year-old fawn, joyfully beating me, she embraced me with 
limbs which were as if soaked in nectar. (137) 


(5) Anubh&va 

In anubhava, smaratih (thinking constantly of) is as follows: ( Prakrta :) 

She does not stop for a moment the great agony she gives me everyday. 
For, dark like the hidden guilt of sin, she owns my heart (138) 


Vanchatih, (wishing) is as follows: [Prakrta] 

Not having done any good deed, not having earned my desire, let me 
die - word too has not spread about me and the farmer’s son. (139) 


Dve$tih (hating) is as follows: [Prakrta) 

Aunt! Hearing the wrong name on her husband’s lips, on this day of 
festivity, her adornment loses lustre, like the garland around the neck of the 
buffalo about to be slaughtered. (140) 


Prayatate (intending) is as follows: ( Prakrta ) 

Wishing to follow the hermit’s daughter, but with my course checked 
by decorum, I have, as it were, gone and come back (to my seat), though I did 
not move from it (141) 


Avaitih (speculating) is as follows: [Prakrta) 

Her face is like the moon; and the charm of her face is like nectar. 
What then, will the kiss had with her in a flash, holding her by her tresses, be 
like? (142) 



L018 


mWcHcbUeil^r^ 


Tpft W - 

ftsrrftfft ^fT7Trg%3^r^3f spry^ i 

Tpr^ ftftft 3FWTfe3f^3t^ fi73^ || (s>x3) 

[ftftfti fftnftft Tprgf^Tf'{p^CMdH#*pI 

fftft ffftft arasfafcRTtffacf' ^llf^ll] 


STT^Tftr -qr pq^13 ft|3Tft^ f^'TJIFT I 

*T*prcf^ ftf| ^ ^iHftxx) 

[ Sfffrftt 'RT ftfacTT ftftftre'4 ffcT rTR 1 

ft^mPdft ftftif5ft ffe ^r wrftii] 

w - 

3T^T ttit tj^ T^i^sn#!} rf^ET If3TO7 I 
ST^TT ftlftPdST^ft fS^dlPf fttl^ll(^H) 

[3Rf¥H ?RT^4 WWftft fFT I 

SIFif fdMlPddlftt WTfftftf -^t frftl II] 






ft SRftfft* fftftwT ft TRTFFft 




1 ft ftftrftftffftn (pro 


[ WTO' ftft ^PTRft I 

cR ft*HNU|fft*l£f$dW$P ft Pm Pi ftfftfft II] 


37^ W - 

TWWd<q1 ef Ml cl I ^ WRRR ft^l 

1ft ft uf ftftsrtfftll ( *x\9) 



^TI) 


^Tf!^ 1ft m ftftftslft II] 


W1: 


1019 


Manyate (considering) is as follows: ( Prakrta ) 

In separation [from the beloved), when the day turns and it is night, the 
deer-marked (moon), having fallen into the dangerous claws of the lion and 
emerging from them (without the deer, spodess), seems to be Madana<ananga> 
with his flower bow arched. (1 43) 


Vaktih (speaking) is as follows: [Prakrta) 

‘One should not talk. It is against common practice.’- as if following 
this, she does not cast a glance at the one casting himself before her, even 
though he merits scolding. (1 44) 


Cerate (preparing) is as follows: [Prakrta) 

Even if it is pitch dark I must go to meet my lover this evening - with 
this thought the gentle lady closes her eyes and practises in her home (the 
art of) stepping (in the dark). (145) 


(a) Sanc&rins 

Among sancdris (accompanying reactions), sveda (sweat), romdnca (thrill), 
and vepathu (trembling), are as follows: [Prakrta) 


You thrill at the sight of your lover, you tremble when he is near you. 
But on being addressed, on being touched, breaking into sweat, why do you 
shy away? (14 C>) 


Asm (tears) is as follows: [Prakrta) 

(Foolish) boy! What has not been communicated to you by (her) glance, 
dimmed with rolling tears, which compels one to look again and again? 

( 147 ) 
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Iiarsa (joy) is as follows: ( Prakrta ) 

Even though everything was burnt down, there was only fulfilment in 
the heart, as the pot [of water] was taken by him in [dowsing] the village fire, 
from [my own] hand. (148) 


Amarsa (hating) is as follows: ( Prakrta ) 

Dear friend! Where can meeting my dear one ever take place, even in 
the evening, as that rascal of a Moon, possessing the splendour of a multi¬ 
tude of rays, triumphs? (149) 


(b) Lila etc. 

Among Ilia etc., Ilia (playing) or the imitation of the actions of the dear 
one is as Follows: 

All that you do, all that you say, all your glances - having learnt to 
repeat all that, she does not find the day to be too long. (150) 


The arch beauty of movements of the eyes, brows and the face, vildsa, is 
as follows: 

With an arch of the eyebrow, indicating This is him’, and giving me a 
look as if of recognition, her friends who seemed to share her thoughts, 
exchanged sly, sidelong glances which were sweet with the ambrosia of smiles. 

(151) 


Vicchitti or wearing adornments with little attention is as follows: 

The limbs fully dusted with sandal powder; the leaf-like lips made lovely 
by the red juice of betel leaves; the eyes lined with pure collyrium; and fine 
cloth; these constitute adornment in beautiful women. The rest is pomp. 

(152) 
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Vibhrama or the wearing of ornaments in the wrong places is as follows: 

With her mind given to thoughts of her lover, she placed the girdle 
chain on her heavy breasts marked with white sandal, and on her round hip 
bore the necklace. (153) 

Kilakincitam or smiling, crying and laughing, all at once, due to joy is as 
follows: 

The fluttering of their hand leaves, the drawn in breaths, and the half 
closed [in laughter] eyes of the women with choked {with tears] words, be¬ 
came the weapons of Madana in secret, (154) 

Mo^dyitam, the transformation wrought by identification with accounts 
of the dear one, is as follows: 

While hearing stories of you, by being constantly stirred with her fin¬ 
gertips, her ears which are already filled with heaps of your virtues, are surely 
being packed by the dissatisfied one. (155) 

KuUamitam , the experience of joy even in the discomfort of being held 
by the hair, breast, lips etc., is as follows: 

On being embraced, as the girl bent bashfully, the lover clutched her 
by the tresses on the nape of her neck, and drank from that face-lotus whose 
lip petals were offered and eyes were closed [in rapture]. (156) 

Vivvoka or the transformation wrought by pride and arrogance on at¬ 
taining the desired object, and the consequent disrespect, is as follows: 

Then, curling her lip, determined to pay no attention to her husband’s 
words, the daughter of the king of mountains began to converse inconse¬ 
quentially with Vijaya, who was standing nearby. (157) 

Lalitam is the placing of hands, feet and other limbs with extreme deli¬ 
cacy. It is as follows: 

Followed by the big, sweet sounds of her ankle-bells, gracefully step¬ 
ping with her left foot-lotus and lifting the other not so lively one, she went 
slowly under the influence of love. (158) 

Even on an occasion demanding words, taking recourse to action rather 
than speech is vihrtam. It is as follows: 
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Touch the crescent moon on your husband’s head with this’ - blessed 
jokingly in these words by the friend who had painted her feet, wordlessly 
she ( Pdrvati ) struck her with her garland. (159) 

Krlditam is the unique enjoyment (playing) experienced by all in in¬ 
fancy, childhood and youth. It is as follows: 

With platforms made with the sand of the Mandakinl river, with balls 
and with dolls, surrounded by her friends, in childhood she (. Pdrvati ) played 
again and again, as if she would steep herself in the delight of games. (160) 

Krlditam itself becomes keli when carried on with the beloved. It is as 
follows: 

Cross with her lover who couldn’t blow away the pollen dust from her 
eyes with his breath, the woman of high bosom struck him on the chest with 
her breast (161) 

Among ‘held etc.’, the exuberance of the heart causing a sudden inclina¬ 
tion towards dalliance is held. 

That in women, is as follows: (. Prakrta ) 

The pair of arm-creepers spread out to embrace the loved one, beside 
the heavy bosom, trembling in a mood for dalliance, at the door to the 
temple of love-union, is beautiful. (162) 

The same in men is as follows: 

Rising from an amorous interlude, supporting herself with one hand 
on the lord of the serpents, and holding her robe with the other, with her 
ruffled locks on her shoulder, doubling his desire by the charm of her move¬ 
ments, as she is pulled down again with an embrace by Vipnu <sauri> - may 
that form of Laksmi with limp, glistening arms, protect you. (163) 

Hava is held accompanied by words. In the woman it is as follows: 
{Prakrta) 

If you do not touch a menstruating woman, then being thus barred, 
why do you stand before me here? Wavering one! I have come running and 
have touched you with these hands of mine. (164) 

The same in the man is as follows: (. Prakrta) 
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If the world is going to censure this let it; if this is open to reproach, let 
it be so. O menstruating one, come, sit by me. I cannot sleep. (165) 


The use of the term adi is to include bhava etc.. Of those, bhava in the 
woman is as follows: ( Prakrta) 

At the time of love, the amorous gestures of women are displayed only 
as long as their eyes, lovely as blue lotuses, do not close. (166) 


Vydja (pretence) in the man is as follows: {Prakrta) 

[Wife to husband-] Dear one, closing your eyes in feigned sleep! Give 
me room. Your limbs thrill when I kiss your cheek! I will not ever be late 
again. (167) 


Vismmbha-bhdsanam (confiding) by the woman is as follows: ( Prakrta ) 

Searching for the knot in the dress which had already loosened, he 
became abashed; and I too laughed and closely hugged him. (168) 


Cafu (pleasing) in the man and woman is as follows: {Prakrta) 

As he blew with his mouth to soothe my hand, smarting with the blow 
[I gave him], I laughingly clasped him around his neck with the other. (169) 


The abhisandhanam (playful deceit) in love by the man is as follows: 
{Prakrta) 

In that house in which live many, when the bridegroom utters the wrong 
name in play, the bride’s eyes, moist with tears [at first], are filled with content. 

(170) 
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Parihasa (mocking) by the woman is as follows: ( Prakrta) 

O brother-in-law! Don’t you see (it in) the sky? Why are you looking in 
vain at the ring of half moons at the roots of your wife’s arms? (171) 


Kutuhalam (eagerness) in the man is as follows: (Prakrta) 

Daughter! Without tarrying to finish your adornment enter the room 
where he eagerly awaits you. Once the eagerness passes, you will not stay in 
his heart, (172) 


Cakitam (satisfaction) in the woman is as follows: (Prakrta) 

The farmer’s daughter-in-law, pleased (in love), drew some creeper on 
the wall - so that even today young maidens from every house wander about 
to learn that (173) 

168. Held, hava, bhava, vydja, visrambha-bhdsanam, cdtu, premabhisandhanam, 
parihasa, kutuhalam, 

169. cakitam - these are a few of the actions of people in love which 
have been demonstrated here. The shape of the others will be seen in [the 
discussion of] vipralambha etc.. 


13. Vipralambha Illustrated 

The mutual love between the hero and heroine, (1) who have not been 
together yet, or (2) who are together or (3) who have been together and are 
now parted, born of the attachment from seeing and hearing [or hearing 
about] each other, when deprived of the desire for embracing etc., surrounded 
by suitable vyabhicdri-bhavas like longing and by the anubhavas consisting of 
the reactions of heart, speech, intellect and body, attains the required stage 
of development, earning the name vipralambha-s'rngdra. That is fourfold - 
purvanuraga, mdna, pravdsa and karuna. 
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(1) Vipralambha Types 

Of them, purvdnuraga (vipralambha ) of the two who have not been to¬ 
gether yet, experienced by the man, is as follows: 

Just as the Manasa [lake]-born swan, lured by a string of pearls possess¬ 
ing the whiteness of a lotus stalk, is led to far places, my md72ajfl(mind)-born 
(i.e. Madana, love), has been given hope, and lured far by you. (174) 

Here, the desire born in Pundanka for Mahasvetd, with whom he has not 
been together yet, charming in its creation, and as he cannot reach hef; 
growing more intense in the manner described, is revealed in an advanced 
stage by his words, ‘my love has been led a long way by you!’ 

The same, in the woman is as follows: ( Prakrta ) 

I love one who is beyond my reach. My shame is too great. I am not my 
own mistress. Dear friend, love is indeed unfair. Death is my only refuge. 

(3 75) 

Here, as in the previous example, love is growing in intensity. Sdgarikas 
love for Vatsaraja is revealed in an advanced stage in the words, ‘Death is the 
recourse’. 

Mdna (pique) is of the couple who have already been together. That 
occurring without reason <nirhetu> is as follows: ( Prakrta ) 

Sudden anger, appeasement in a moment; accusation of lying; the an¬ 
guish arising from jealousy. Son! This is the way of love. (176) 

Here, from the naturally crooked course of love, ( mdna ) arising without 
any reason, is called nirhetu. 

The same with reason <sahetu> is as follows: ( Prakrta ) 

As he rises to greet her, she does not speak. Clasped, she struggles to 
free herself; when kissed, she flares up. The new bride has become silent as 
her husband has given offence. (177) 

Although embracing etc. is not refused with protests of‘md (Don’t)’ and 
‘na (No)’ here, the idea is present, and so this example fits the mdna definition. 
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Pravasa is suffered by the couple who have been together and have 
then been parted. That, when love is new, is as follows: 

[ Madhava, searching for Malatl -] To me, your dear Madhava, why are you 
unkind? I am the same {Madhava) whom your hand alone, donning the lovely 
marriage bracelet, delighted, as if it were the embodiment of that great 
occasion. (178) 

Here, as Malatl is abducted by Kapalakundala immediately after mar¬ 
riage, this (parting) of Malatl and Madhava is called navanuraga-pravasa. 

The same ( pravasa ) in older love is as follows: 

\Yaksa in Meghadutam-] Sketching you in a mood of love-anger on the 
rock with mineral colours, just as I want to throw myself at your feet, my 
vision is blurred by the sudden rush of tears. Indeed hard-hearted fate does 
not bear our union even in that (179) 

Here, in (remembering) the soothing of love-anger long ago, the oldness 
of the love is suggested. 

When, of the two who have been united, one dies, it is karuna 
(: vipralambha ). 

On the loss of the woman, the state of the man is as follows: 

O ( Indumati ) of clear smile! I must surely be a wicked man, I have been 
judged to be a false lover by you. That is why, without calling me, you have 
gone to the other world, never to return. (180) 

Here, Ajds excessive sorrow on the loss of Indumati is called karuna. 

On the death of the man, the same ( karuna ) in the woman is as follows: 

You live in my heart’ - these words you spoke to please me, I know to 
be false. If that was not mere pretence, how is it that you have lost your body, 
and Rati remains unharmed? (181) 

Here, Rati s mounting grief over Madana is called karuna, 

(2) Abhdsa of Vipralambha 

In low characters etc. there are the abhasas (semblances) of this 
[vipralambha). 
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There, amongst the low characters, (the semblance of) early love in the 
man is as follows: ( Prakrta ) 

Seeing the two thighs of the farmer’s daughter-in-law, which are like the 
plantain trunk, the nail-trimmers of the barber whose hands are wet with 
perspiration, are becoming moist. (182) 

In the same (type of characters, the semblance of) pique in the woman 
is as follows: ( Prakrta) 

Look! On the cowherd’s showing fear before his first wife, the new 
bride, in a fit of temper, has set free all the calves. (183) 

Among lower creatures, (the semblance of) pravasa in the bird is as 
follows: 

O cakravakil I take leave of you. The fading daylight is paining the heart. 
Come, hug me. You have to spend the night alone. It is not that I have 
become attached to somebody else; nor am I angry with you; nor is it that my 
love for you is gone. In the hands of fate, I am not a free creature, I have to 
leave you at once. (184) 

Again (among lower creatures, the semblance of) karuna in the elephant, 
is as follows: 

Even when the clouds are rumbling deeply, the elephant does not al¬ 
ternate with loud trumpeting; he does not fetch and partake of the moss 
from the pond near by; his face is sad in sympathy with the bees who have 
been silenced by their sorrow over the drying up of his ichor. Parted from his 
beloved who was his veiy life, he is suffering. (185) 

14. Sarfibhoga Illustrated 

Now for sambhoga. When there is a meeting of the hero and the heroine, 
who have not been together before or who have been together and have 
been parted, the main emotion, love, which is already there or has just arisen, 
being gratified by the desired embrace etc., is joined by the rising transient 
feelings of joy, contentment, recollection etc. 

And kindled by the aiding circumstances such as the season, visiting 
the garden, sporting in the water, tour around a hill, adornment room, drinking 
wine, watching the moon rise etc., it is expressed in reactions such as lively 
movements of eyebrows, throwing of side glances, talking, hurried move¬ 
ment, smile etc.. 
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Having attained all that was desired, and leaving behind all that needed 
to be left behind, accompanied by actions in the heightened state of fulfilment, 
the emotion takes the name sambhoga-s'rngdra. It is fourfold - 
prathamdnuragdnantara (after the first sprouting of love), mananantara (after 
anger), pravasdnantara (after exile), karunanantara (after sorrow). 


(1) Sarjibhoga Types 

Of those, union in fresh love is as follows: ( Prdkrta ) 

Even at the wedding, as Siva put away his bracelet formed by the ser¬ 
pent Vasuki, her friends knew the conjugal felicity awaiting Pdrvati (186) 

The union after anger is as follows: ( Prdkrta ) 

As her lip is held by her husband with his, the colour of anger fades in 
the face held up by the young wife, like the wine in the cup being drained. 

(187) 


The union after exile is as follows: ( Prdkrta ) 

The wedding bangle which was guarded like her life by the bride when 
her husband was away, now broke, as her arm-creeper swelled in her joy on 
seeing the dear one. (] 88) 

The union after death is as follows: ( Prdkrta ) 

‘Even when the beloved died, I did not But living, I have seen him 
again.’ This shame and delight cannot be contained in her heart. (186) 


(2) Prakarfa of Sarjibhoga 

All these four types of sambhoga attain then prakarsd (heightening) through 
the four vipralambhas. 

Of them, through fresh love ( prakarsa is) as in: 
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Where the moon is not blamed, the sweet speech of messenger girls is 
not heard, words do not fall stained with tears, and the body does not 
languish, the sleep enjoyed, embracing one’s own wife, who is completely in 
one’s care and in concord with one, - what a love that is! With difficulty is 
this vow of marriage reached. (190) 

Through pique it is as follows: ( Prdkrta ) 

In love conflict the blades of the love swords are blunted. (For) the 
hearts of the pairs seem to be made of boiling rice, as it were. (191) 

Through exile it is as follows: 

The curse on me will come to an end when VUnu (lit bearer of the 
Sdrnga bow) awakens from his slumber on the serpent bed. Close your eyes 
and pass these four months (somehow). After that, in the nights lit by the 
bright autumn moon we will fulfill every desire doubled by our separation. 

(192) 


Through karuna it is as follows: 

If one’s beloved does not die before one, this mortal world is in no way 
inferior to heaven. And heaven has no purpose if the dead one, on revival, 
comes back to life. (193) 


(3) Abhdsa of Saijibhoga, 

And in lower creatures and others the dbhdsas (semblances) of this 
{sambhoga) occur. 

Of them (the semblance) in crawling creatures and deer is as follows: 

The bee, following his beloved, drank honey from the same flower cup. 
The black deer rubbed with his horn the doe who closed her eyes at his 
touch. (194) 

(The semblance) in beasts and birds is as follows: 

The elephant gave the water from her mouth to her mate - (the water) 
which was fragrant with the pollen of the lotus in the pond. The cakravaka 
<rathdngandmd> honoured his hen with the half-eaten lotus stalk. (195) 

The semblance in kinnaras (half-humans) is as follows: 
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Between songs the kimpurusa kissed his dear one’s face, with its painted 
patterns a trifle smudged by drops of sweat, made lovely by the eyes rolling 
with the wine from the flowers. (196) 


The semblance in trees is as follows; 

On their arms, their bending branches, the trees too won embraces 
from their creeper-brides who bore breasts of great bunches of flowers, and 
stole the heart with their trembling lips of fresh leaves. (197) 

15. Illustrated 
(1) Cetfa s in Vipralambha 

Among the cestas (typical actions) in separation, those of the woman in 
early love are as follows: ( Prakrta ) 

As she gazes at nothing in particular, lets out long sighs, laughs va¬ 
cantly, she speaks incoherently whatever is in her heart (198) 


Of the man it is as follows: ( Prakrta) 

O beautiful one! That strapping son of the farmer has become so weak 
(pining) for you that his jealous wife has herself agreed to be his messenger. 

(199) 


In pique, of the woman it is as follows: (Prakrta) 

By wronging her today, you have taught that wretched girl who was 
simple like a straight line <karnarjukd> , the acts of yawning and casting dreary 
looks, all in a single day. (200) 


That of the man is as follows: (Prakrta) 

His beloved being cross, his heart has become dull with growing re¬ 
morse, noting neither the coming of the night nor the course of its clear 
moon. (201) 
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In pravasa, of the woman it is as follows: {Prakrta) 

The traveller’s wife places the lamp, turning her neck away, afraid of 
letting the tears remembering the dear one fall (on the flame). (202) 


Of the man it is as follows: ( Prakrta ) 

Even though the traveller has set out on a summer afternoon, the flood 
of cool beams from the moon of his wife’s face in his heart removes his 
burning agony. (203) 


In karuna that of the woman is as follows: {Prakrta} 

Then the daughter of Janaka slumped down, her limbs flung out, her 
hair loosened from its knot scattering on the dusty uneven road, her breasts 
pressed in round impressions on the ground. (204) 


That of the man is as follows: {Prakrta} 

The farmer’s son is burning within, in the empty house without his wife, 
gazing at the places where they shared pleasure, as if treasure has been dug 
away from them. (205) 


In this manner {cestd should be represented) in other contexts also. 


In karuna the shunning <karuna-vaijam> by the woman is as follows: 

She shrinks from (entering) the palace; shuns the garden; hates the 
moonlight; fears even the door of the amusement hall; looks on dressing up 
as poison; and with her mind clinging to the delight of summoning your 
form in imagination, she stays on a bed made sparsely with lotus leaves. 

(206) 
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In early love, the shunning, again, by the woman, is as follows: 

[The messenger tells the hero-] ‘Stand at the door, enter the courtyard, 
go out of the house’ - thus she looks (for you) on the road. ‘Rush to the hall, 
rush up the stairs, rush to the turret’ - thus she rushes about the house. 
Raving, ‘Send the girl with a message, send!’, and having sent her many times, 
O cruel one!, she slumps on the bed as if, like an aeon, the night will never 
come to an end. (207) 

In early love, shunning by the man is as follows: 

He hates eveiything that is charming; he is not waited upon eveiy day 
even by his ministers as before; he passes the nights sleeplessly rolling on 
the bed; when he gallantly offers civil words to his ladies <antahpurebhyah> and 
blunders in their names, for long he remains vexed with shame. (208) 

In pravasa-karuna, shunning by the man is as follows: 

...That home of £^<2 from which (Rama) quickly withdraws his distressed 
glance; is mortified by the sight of pigeons giving mouthfuls of food to each 
other with their beaks; runs away even from the distant moon; sorrowfully 
enters the house; in the nights, covering his face with his shawl, weeps shame¬ 
lessly. (209) 


(2) Ceffas in Satfibhoga 

Among the typical actions in union, after (the separation in) early love, 
kissing is as follows: ( Prakrta ) 

I remember my kiss with her who had hidden her face, afraid of being 
hurt - with care lowering her lip on which lips had never been placed, and 
not striking against her forehead. (210) 

In the same, embrace is as follows: ( Prakrta ) 

Even sandal does not remove the burning agony of loving pairs, as 
does the comfort of mutual embrace, even in the unbearable summer. (211) 

In union following anger, kissing is as follows: ( Prakrta ) 
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In their coming together, as the lover again and again kisses her eyes 
filled with anger, they widen more and more and drain themselves. (212) 


In the same, embrace is as follows: ( Prakrta ) 

Aunt! Blessed be the embrace - the prelude to the drama of dalliance, 
the hard [uprooting] wind to the tree of anger, which brings bliss to all the 
limbs. (213) 


In union after exile, kissing is as follows: 

He kissed the tear-filled eyes of the fair-brow for a moment, leaving 
the sweet, scarlet lip petals which were scalded with the tears of separation. 
( 214 ) 


In union after sorrow, embrace is as follows: 

As she embraced Candrapida by the neck, it throbbed back to life. See¬ 
ing that, she brimmed with an extraordinary radiance, like the ocean shore 
at the touch of the moon. (2 1 5) 


Following early love, the wound caused by teeth is as follows: ( Prakrta ) 

[Her friend says to the hero-) The poor girl guards even today, like a 
deposit, the round mark left by your teeth on her cheek, with a fence of 
thrilling skin. (2i(>) 


The same after anger is as follows: ( Prakrta) 

Dear daughter! Stop your thighs bearing teeth marks within the edge of 
your wind blown cloth. Let not people laugh at your amorous husband. (2 17) 


In union after exile, teeth-marks etc. is as follows: ( Prakrta) 
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Teeth marks on the cheek; braid loosened by clutching the hair; roll¬ 
ing eyes - all these on the daughter-in-law tell the arrival of her husband. 


( 218 ) 


After early love, nail-marks is as follows: ( Prakrta ) 

In examining the fresh nail marks, the eye lotuses of the fair one are as 
if made offerings for her young, high bosom which carries their reflection. 

(219f 


In the same, purusayitam (acting like a man) is as follows: ( Prakrta) 

Madana resides with ready weapon in the beloved women of trembling 
thighs, closed eyes and wafted hair, adopting manly manners. (220) 


All {cetfas) in all ( sambhogas ) is as follows: ( Prakrta ) 

All that is well taught in the experienced wife gives joy in love; and all 
that is untaught in the new bride gives love itself. (22 l) 


16. Pariffi Illustrated 
(1) Partyis in Vipmlambha 

Among vipralambha-paristis (seeking each other in separation), the con¬ 
firmation of love (premapankfd> through abhiyoga (effort to remain close), is as 
follows: (frakrta) 


Dear one! I (can) speak for your ear alone (now). Do not fret For my 
great merit I have somehow found you in this lonely lane. (222) 


Through pratyabhiyoga (reciprocal effort), it is as follows: {Prakrta) 




1050 




fteTlftTft3TR^cftT 3TOT ft*R $ Tpfft I 
snjjaimfufiOfl ftr ft ttt n (tt?) 

[ %JoftftWoim^#TTrfTT ftTT m *J5RT: I 

aigsFRftftft cRlft TTT II] 

WRw - 

3Fq fg ^STqrftrl q efts? ^ftlSITftFR | 

W^trrf^rf^^ «f ijf* ftuq «Ff5^ll(W) 

[ 3TCTfft ^^TTltrT: TOFTcT TT mi Flfft^TgOT: I 
tpFJc^RFftft ^TmT* mrftftT^ II] 

fftrft w - 

fttfftsr -offtr to ftwtft ift erft wqfft i 
ftr t t t M Micj-^i ft! qft i! (W) 

[em fftffft q«n ft«KyPd tt^t era wr-tI i 
ftr -qft qifSTTT: ifogcr^ sq urn: II] 

"•fgHlft W - 

ft 1 ! °iciri3Tr^ fftql "qfrt ftt3T c®t u i^ 1 
■TOR^Ttft ftftsrf ftenfftsu *w% 11 (TTO 

[ft tTO efrT: WK W^: Wft'd I 

flMcK»“W*nsnPr tftnr ■afftifftT wftn] 


W1TW - 


ttt tt? Tncftftq wgrniroi «nj50Th 

qft^fftTT fta? W5 T^TftTt m^TN^II ( W) 

[TTT mi T^mft TOJenroft Tftftrf I 
qftfftftl Timft WimftrfT UWcl*uftlHJl] 


^%ft w - 

^ft-q ^ fftar qrmffti m Tft ftrr 1 

ft? % Tftsftftftlpi dITOHJI (w) 

[qft tt q qr mwft m Tife ftrftft 1 

qftl ■g# ^ Tfftmrtftftftfft cTTRTTT^II] 



Wf: 'MPAk: 


1051 


She threw herself on his chest under the pretext of the Godavari bank 
being uneven. Out of concern, and so without blame, he too embraced her 
closely. (223) 


Through visahanam (enduring), it is as follows: 

The mud smeared by you in the spring festival on the broad bosom of 
the farmer’s daughter-in-law does not fade away even today, remaining moist¬ 
ened by perspiration. (224) 


Through vimarsa (deliberation) it is as follows: ( Prdkrta ) 

Q my aunt! All stories start from him; develop in him; and end in him. 
Am I to think that this village has just one young man? (225) 


Through bahumdna (cherishing), it is as follows: ( Prdkrta) 

On her bosom a blow had been struck by him with a tender creeper. 
Even today, she roams with the girls of the village, awaiting the day (of meet¬ 
ing). ‘ (22b) 

Through slagha (vaunting), it is as follows: ( Prdkrta ) 

To the village girls that boastful one is displaying as if in anger, the 
mud smeared by you with your own hands on her high bosom at the spring 
festival. (227) 


Through ingitam (sign), it is as follows: {Prdkrta) 

Friend! If he is not your dear one, then how is it that just as his name 
is taken, your face becomes like the lotus blossoming at the touch of the 
sunbeams? (228) 
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Through dutasampresanam (sending a messenger) it is as follows: 

Glowing in all her limbs, taking the name of her lover, as she sent her 
messenger girl to him, she herself reached his yard. (229) 


Through dutaprasnam (questioning the messenger), it is as follows: 
(. Prakrta ) 

Did you go to him? How did you find him? What did you say? What 
did he promise? In this manner her repeated questioning does not stop. 

(230) 


Through lekhavidhanam (writing a letter), it is as follows: ( Prdkrta ) 

Held by my shaking, perspiring fmgers, the pen stumbles in its path 
and even ‘svasti is not completed. Dear friend! What can I write? (231) 


Through lekhavacanam (reading of the letter), it is as follows: 

(Your beloved) looked at the word 4 svasti with great pleasure; then with 
satisfaction she noted your station and the praise (earned by you); after that 
followed your name. But, the frail one missed the ‘embrace’ even in the 
letter, as she read it with a heart full of joy, and her eyes heavy with tears. 

(232) 


(2) Pariffi in Sarjibhoga 

Among sambhoga-paristis , that (approaching) with trepidation of the man 
after early love, is as follows: {Prakrta) 

May that hand of Snkr?na playfully kept on Radhikd s breast, trembling, 
as the fear of the first union sweeps over him, protect you.. (233) 
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In the same, that through the dohada (eliciting a wish) from the inno¬ 
cent young wife, is as follows: ( Prakrta ) 

“What are the things you like?’ - questioned thus by her friends, the 
young wife who was carrying her first child, sent her gaze only to her hus¬ 
band. (234) 


In the same, the paristi by the mature wife, induced by pleasing words, 
is as follows: ( Prakrta ) 


Tell me. Are they not sleeping yet?’ Since her husband whispers these 
delightful words in her ear, the housewife delays more. (235) 


After anger, that through pretended sleep by the woman, is as follows: 
{Prakrta) 

I remember her facing the other way on the bed, and with her anger 
receding, as she turned in pretended sleep, her ample breast kindling love 
sport (236) 


Again, that by the woman, through rejecting the advice of her friend, is 
as follows: ( Prakrta) 

I will frown at him with knitted brow; I will rebuke him too; I will turn 
my face away from him. Friends, I will do whatever you say, if only I do not 
see him. (237) 


Through the woman being herself hindered in following that (the friend’s 
advice), it is as follows: 

When, for untying the knot, the lord of her heart touched her garment, 
at once the angry woman’s brow knit, and her hair too stood on end. (238) 


Following exile, that of the woman is as follows: ( Prakrta ) 
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When the elders are with her, as the dear one, her heart, arrives all of a 
sadden, the wife is annoyed with her bracelets which, stretched with her 
swelling happiness, break off. (239) 


In the same, that of both the man and the woman is as follows: ( Prakrta) 

Returning (from his travels), duly embraced, after union, if he goes 
even one step away, (once again) for that moment, I become the grass widow 
and he the traveller, as it were. (240) 


The usual pansti of the woman, in apprehension over pravflsa is as 
follows: {Prakrta) 

The wife of the man who is setting out on travel, is roaming from house 
to house, asking women who are bravely bearing separation from their hus¬ 
bands, the secret of staying alive to greet him on his return. (241) 


The man’s pansti in delaying the departure, is as follows: ( Prakrta ) 

When one black deer circles me again and again, not letting me go, 
what to say of the two eyes of the doe-eyed one that are brimming with tears? 

(242) 


When forbidden, that ( paristi ) of the woman, in the form of perspira¬ 
tion etc., is as follows: 

On the arrival of the dear one, the menstruating woman’s limbs be¬ 
come wet with perspiration; her thighs start shaking; the garment starts slip¬ 
ping from her waist and her heart starts thudding. (243) 


After karuna the man’s is as follows: 

The left half (occupied by Umd) with the great breast-pot: thrilling at the 
touch of his hand, and breaking into the eager perspiration of desire, the ash 
bath on his body which somehow, with repeated, generous sprinkling, $iva 
<Vibhu> has completed - victorious is that (244) 
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1 7. Nirukti Illustrated 

(1) Different Interpretations of ‘Pralambhd in Vipralambha 

Among ‘ vipralambha ’ niruktis, in prathamanuraga, promise of union made 
and not kept <pratisrutya adanam>, is as follows: ( Prdkrta) 

Boy! In the presence of the elders, what were you not told by the village 
chiefs daughter, with her unblinking half glances, from a face turned aside? 

(245) 

Here, even after having been promised by the slanting glances etc., the 
embrace etc. are not being offered, because of shyness, fear etc. 

In mdna, refusing to keep one’s word <visamvddanam> is as follows: ( Prdkrta ) 

Ignorant one! I am not angry. Embrace me. Why are you appeasing me 
in vain? Making you angry and being angry myself are both useless. (246) 

Here, at first denying embrace etc., the angry (heroine) later grants them 
half-heartedly, just as a person promises to give ‘eight hundred’ and then 
actually gives only ‘eight and hundred’ and not ‘eight times hundred’. This 
denial of embrace etc. on account of false estrangement is rightly called 
visamvadanam, as it is followed by the grudging grant of them. 

The delay <kalaharanam> in pravdsa is as follows: 

‘The traveller too will return. I too will be angry. And he too will pacify 
me.’ A string of such wishes is ripening in some woman around her beloved. 

(247) 


Here the delay in embrace etc. is clearly seen. 

In karuna {vipralambha), pratyddanam (taking back something given) is as 
follows: {Prdkrta) 

Of the two who have grown through happiness and sorrow shared 
equally, whose love has grown over time, the one who dies (first) is living and 
the other is actually dead. (248) 
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Here - 

‘At first showing uniform goodwill like a friend, giving happiness, fate suddenly 
turns cruel, and causes mental agony . 5 

Thus the sense (of the above verse) holds together. And the point made 
by that is nothing but pratyadanam. 


(2) Different Interpretations of ‘vi in Vipralamhha 

In prathamdnuraga, vahcanam (deceit) which is vividha (varied) is as fol¬ 
lows: (. Prakrta ) 

That she did not reciprocate look with look, speak when spoken to, 
respond to advances, was noted only by the shrewd few. (249) 

Here, in the shyness, not glancing and other such withholding of re¬ 
sponses <vahcanam> , variety is perceived. 

In mana, viruddham (vahcanam) is as follows: ( Prakrta ) 

They do not take long breaths, do not ciy, do not waste away in separa¬ 
tion. O beloved of many! Blessed are those women of whom you are not the 
beloved. (250) 

Here, by the jealousy etc. which make her resist being embraced by the 
dear one, the angiy woman remains cheated. 

In pravasa, vyaviddham (vahcanam) is as follows: ( Prakrta) 

“When did my dear one go?’ Today, daughter.’ ‘How many days is that?’ 
‘One day.’ Being told just this, the maiden fainted. (251) 

Here, as even one day appears to be a year, in being deprived of the 
lover’s embrace etc., the length of time is especially felL 

In karuna, [ vi]nisiddham (vahcanam ) is as follows: ( Prakrta ) 
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Not only terrible when it sets in, till the end sorrow is cruel to bear. My 
lord! While living, I have seen and borne this your ceasing (to remain in my 
life). (252) 


These words about Rama, in which the attainment of happiness from 
their union that she has long hoped for is shown to be impossible, have a 
sense of karuna (tragic) finality. 


(3) Different Senses of Anurdga in prathamanurag(tvipralambha 

In prathamanuraga, ‘synchronous’ attraction is as follows: ( Prdkrta) 

She wishes to bathe near him in the river; he too bears her (wish), in 
the water made precious by the waves which meet and break over her bosom. 

(253) 

Here, the attraction between the two is seen to occur at the same time. 
One is loved for her beauty etc., and the other for his love. 

In the same {prathamanuraga ), ‘after’, is as follows: ( Prdkrta ) 

As I bathed in the stream, by drinking the water flowing bitter with my 
bath turmeric, that youth as if drank my heart too. (254) 

Here, seeing the love of one, the other starts loving. 

In the same ( prathamanuraga ), ‘matching’ is as follows: ( Prdkrta) 

She can perceive the truth. Loving a person who is like oneself is proper. 
Let her die; I will not say anything to you; for her even death is commend¬ 
able. [?] (255) 

Here, love is felt not merely on account of beauty, but clearly because 
of compatible tastes too. 

In the same ( prathamanuraga ), ‘approved’ is as follows: ( Prdkrta ) 
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What is the use of pondering whether her link with the son of the 
village head is true or false? The lucky daughter of the farmer deserves all 
the talk people do (about her). {'25(3) 

Here, even though there is no match on accepted grounds such as 
wealth, still, since the woman’s loving a person higher in rank is not disap¬ 
proved of, it is proper. So much for the process (sense of the word anuraga), 
the birth of love. 

As an abstract noun, everywhere anuraga would convey the sense of 
pleasure or radiance, qualified by the 'saha' etc. senses (of ‘anu). Here, as the 
love has just arisen, it is called prathamanuraga, 

(4) Different Senses of Mdna in Manor vipralambka 

Firstly mdna , taken as ‘because of which worship is done’, is as follows: 
( Prdkrta) 

O innocent one, pleased by the mere sight of him! (Without showing 
anger) you remain deprived of his falling at your feet, and the many plea¬ 
sures offered in eager insistence. (257) 

Here the form ‘ mand results from the root ‘ mand in (the sense of) 
‘worshipping’, which takes the nic to function in its own sense, by affixing 
another nic (to give the causative form) and ghan (to yield the noun naming 
the action). That (mdna) indeed makes the lover worship her, falling at her 
feet etc. 

(Mdna) considered/held with fondness is as follows: ( Prdkrta ) 

Even though I have held it with good reason, since you have suddenly 
come into my view (and are dispelling it), O full-blown ankolla Dower, let my 
anger fall on your head. (258) 

Here the root is ‘ mana' employed in (the sense of) ‘perceiving’. There¬ 
fore, considering/holding her mdna with fondness, a piqued woman is an¬ 
noyed with the ankola flower which has removed it 

(Mdna) which learns of love is as follows: ( Prdkrta ) 

Where there is no sleeplessness, where there is no anger accompanied 
by jealousy and pain, where there are no sweet words to please and appease 
- attachment is not there. (259) 
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Here the root is ‘ manu employed in (the sense of) ‘learning’. It is only 
through mana that a person learns whether love exists or not Though it is 
basically an instrument, here, because of its importance, it is given the role 
of the agent, similar to ‘wisdom sees, not the eye; wisdom is indeed the 
vision with knowledge <sdrasvati drstihS. 

(.Mana) which measures love is as follows: ( Prakrta ) 

Satyabhdma (alone) remains angry, even though all wives reach equality 
at least in their receding anger. Anger persists like the reiteration of love, 
revealing the strength of the heart (260) 

Here, added to the root ‘ man ’ meaning ‘measuring’, the affix lyuf [which 
normally yields the neuter gender noun naming the action], by the rule 
‘krtyalyuto bahulard (krtya and lyut yield diverse forms), yields the agent [ mana 
in the masculine gender]. This is sanctioned by such uses as ‘ ko’savanumdnaH 
in the Mahdbhasya. And although it serves as an instrument only, for Satyabhdma 
to establish the measure of the husband’s love for her own self and for 
Rukmini, here, as in the former instances, it functions as the agent 

(5) Different Senses of Praudsa in Pravdsa-vipralambha 

In pravasa, as ‘ vasati (‘dress up’) is a mark (of the woman whose lover is 
nearby), women do not adorn themselves. As for example: ( Prakrta) 

Commiserating with the neighbour who was unhappy as her husband 
was away, this one did not adorn herself even though her dear one was at 
hand and the festival had arrived. (261) 

Here, the root ‘ vasd meaning ‘covering’, preceded by "prd in the sense 
of negation, as in ‘ prasmarati etc., with the affix ghan attains the form ‘ pravasa 
(avoidance of adornment). 

(.Pravasa in the sense of) ‘young men not living near the beloved’, is as 
follows: ( Prakrta ) 

The fire of separation from the loved one can be borne with the help of 
hope. But O Mother, exile in the same village - that is even worse than 
death. (262) 

Here, as for those who are far away from each other, for the two staying 
near each other too, pravasa is real, as they are unable to meet 
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{Pravasa in the sense of) ‘permeating the heart completely with longing 
etc.’, is as follows: ( Prdkrta ) 

O traveller, casting looks at the Directions, taking long breaths, yawn¬ 
ing, singing, crying, swooning, falling, and laughing-what is the good of being 
away (from home)? (2(5:5) 

Here, as longing etc. pervade the heart, the responses such as staring 
into emptiness, arise. 

{Pravasa in the sense of) destroying is as follows: ( Prdkrta) 

Leaving aside all other work, the mother-in-law is guarding her daugh¬ 
ter-in-law, whose life breath has come to her throat on seeing the new clouds. 
She is like a reviving herb for her own son [who is away]. (2(54) 

Here, as in ‘prasadam karoti ’ (makes happy) etc., the commencement of 
destruction itself is called destruction. 


(6) Different Senses of Karuna in Karum-vipralambha 

In karuna, taking the verb karoti to mean ‘causing what was not there’, 
‘causing unconsciousness’ is as follows: ( Prdkrta ) 

When her eyes closed in a swoon the daughter of Janaka attained true 
comfort, as the agony of separation and the utter weariness caused by (the 
news of) Ramds death vanished for a moment. (2(55) 

Here, with the heightening of Slid s sorrow about her husband [on the 
news of his death], the unconsciousness which was not there, is caused. 

In the sense of utterance, ‘laments’ is as follows: {Prdkrta) 

[Slid laments]- (With Rama gone), there will be another lord for this 
earth; ‘kingdom’ is a fickle lady going to many different men; why has this 
unshared widowhood come only to me? (2(5(5) 

Here, lamenting in her sorrow over Rama, Sitd utters this. 
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In the sense of‘stationing’, ‘fixes one’s mind in courage’ is as follows: 

[Rati says - Beloved Madanal] Before you are enticed by the artful women 
in heaven, I will reach your lap by the path of the moth (by going into the 
fire). (267) 

Here, sorrow over Madana is fixing Ratis mind in the brave decision to 
die. 

In the sense of‘smearing’, ‘does the heart with sorrow’ is as follows: 

In deep anguish, the heart is splitting but does not break into two; the 
helpless body suffers numbness but does not give up consciousness. The 
fire within burns the body, but does not turn it into ashes. Fate strikes a 
mortal blow but does not sever life. (268) 

Here the heart of Rama and others [,SzM] is bathed in sorrow, 

(7) Different Senses of 'bhogd in ‘Saijibhogd 

Among the niruktis of ‘ sambhoga , the one following early love, in the 
sense of‘preserving’ is as follows: 

On my looking at her, she lowers her eyes; on being spoken to, she 
does not reply; on the bed she sits turning away; on being embraced hard, 
she trembles; on her friends leaving the room, she wishes only to go. Indeed 
this newly-wed dear, by her very contrariness now, has addressed my plea¬ 
sure/affection. (269) 

Here, although, because of her immature and contrary behaviour, the 
newly married girl is not congenial, through persistent desire the mood of 
love is preserved. 

After anger, (sambhoga in) the sense of ‘crookedness’ is as follows: 

His head tinged red by her foot, her earrings breaking, the pearls fall¬ 
ing off their string, her palm bruising itself in beating him hard, failing to 
provoke a retaliation from the dear one, but wishing to hit, the angered one 
with the eyes of a fawn, cries piteously. (270) 

Here, love being crooked by nature, on clasping the angiy wife by Her 
hair, a devious sambhoga, taking the form of striking with the foot etc,, emerges 
thus. 
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Following pravdsa, (sambhoga in) the sense of‘consuming’ is as follows: 

Her lashes forgetting to bat, with starved eyes, as it were, the woman 
(Sudaksina ) drank him ( Dillpa ) in as he returned from the end of the forest, 
following Vasisthds cow (whom he was guarding). (27 1) 

Here, in the second half of the verse, like ‘the fasting one swallowing 
food’, ( sambhoga ) taking the form of gazing at the dear one is called abhyavahara, 
because of the ‘drinking’ (which expresses it). 

Following karuna, (sambhoga in) the sense of ‘experience’ is as follows: 
(. Prakrta) 

Upon the noble wife preparing to follow her husband in death, as he 
came back to life, the adornments of widowhood became wedding orna¬ 
ments. (272) 

Here, ‘Just as she is my life breath, I am her very life’- the husband 
experiences the love born of this assurance. And ‘union with whom I desired 
even by dying, that lord of my life has been attained by the living me’- thus 
sustained, the wife experiences nothing but the greatest happiness. 

(8) Different Senses of ‘sard in ‘ Sarjibhogd 

Following early love, Sambhoga which is brief <sahksipta> is as follows: 

Here, wordlessly, without the various mutual steps, at the very touch of 
hand the fine robe slipping to the edge of the bed, their bodies trembling 
and their eyes darting in all directions, that union of Ahalya and Jndra 
<Sutrdman> occurred in a moment (273) 

Here, the brevity is evident in the expression itself. 

Following anger, {sambhoga which is) mixed <sankirna> is as follows: 

Appeased, momentarily happy, and again troubled by pain, remember¬ 
ing old offences, the anger in the hearts of piqued women, as great as their 
love, takes long to subside. (274) 

Flere, well established and developed, love mingles with memories of 
betrayal and other offences. 
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Following pravasa, {sambhoga which is) complete <sampurna> is as follows: 

When Visnu (lit. the Sarhga- bow-handed one) awakens from his slum¬ 
ber on the serpent bed, my curse will end. Close your eyes and push these 
four months. Then in the nights lit by the waxing autumn moon, we two will 
look to every wish doubled by this separation. (275) 

Here, even in this expression of the parted lover, the phrase ‘we will 
look to’, qualified by the future tense, and even after the exile, the unob¬ 
structed (fulfilment of) ‘each desire’, capture the fullness of that future union. 

After karuna, sambhoga which is rich/perfect <samrddha> is as follows: 

Giving up his body at the sacred confluence of Gahgd (lit the daughter 
of Jahnu) and Sarayu, and at once joining the ranks of the immortals, he was 
united with his beloved who was more beautiful than in her earthly form, 
and in the sporting halls in the celestial groves, he once again experienced 
delight (276) 

Here, in the second half, in their coming back to life in the other world, 
the richness of the union of Indumati and Aja is revealed. 

(9) Prathamdnurdgdnantara-sarjibhoga 

In sambhoga following prathamanurdga, the continuance of the { sahd in¬ 
terpretation (of ‘anu) is as follows: ( Prakrta) 

Her husband’s eyes are fixed on her face; and she too is intoxicated, 
gazing at the dear one’s form. For the blessed pair there is no other man or 
woman on the earth. (277) 

Here, in the first half, the sense (of Paget) is ‘delights/fills with love’. In 
the second half it is ‘shines/is radiant’. In the early stage established with 
synchrony, love continues in the same way later (in union). 

In the same context, the continuance of the pascal interpretation is as 
follows: 

‘Lady with drooping limbs! From today onwards, I am your slave, bought 
with your penance.’ When Siva (lit. the moon-crowned) said this, she ( Parvatl) 
at once shook off all the fatigue of her austerities. For, by bearing fruit, 
labour is refreshed. (278) 



1076 


WW<n<*»udl»TOT^ 


3#^^T£ff^t W - 
TlfTR^nTcR 

^fcT WJ^%T7k71^ W. 
mwtt ■^TFirterm f^rg: 11 (w) 

3131 TRrq[«f: 5Wprf f^RT^Rftsfq R^FJ5j# II 


rr^ppim#^ w - 

T«TFt cRt ^£Ftclc$- 
WfaT ^r^l^RT^I 

^TT dlPTOWRR Rf# 

^R! W^^TTIsif f^dl^VI^IHli (^°) 


3TW WW4: Wl F^Y'5^M2R^R fR4W«H^ R'Y^Yl I #5^T V(«WI^: 
^c^rMfrlW ^tT: II 


RI^RI^RR^ ^ ^ TTfT«[fi^MWT Tf?Tcfffert ST^RW^t^RTRT cKHRi>5fq 



I TO: I 



I IJSWT^FWRR: 



^Tl 


TO I | TO3?T fa*?: TOfFTcprfq Wd^ldgr^TR: I 


TPRJ 



3(^>[^oq: | 


': ^PTT^ 313^4 ■qRRTsfRf^^TcfT TOT^f 



WT: ■qfNfo 


1077 


Here ( raga in) the sense of Tilling with love’ is established later in the 
hero, in prathamanuraga; it continues in the same way (in sambhoga), 

In the same context, the continuance of the ‘ anurupd interpretation is 
as follows: 

At the union of the two {Aja and Indumatl) who were truly matched, the 
citizens on the scene expressed their pleasure in one sentence, which fell 
bitterly on the ears of the royal suitors -The moonlight has reached the 
moon, freed from the clouds. Ganga (lit. daughter of Jahnu ) has rightly de¬ 
scended into the ocean.’ (279) 

Here ‘shines’ is the sense (of rdga :). In the very first stage, the love estab¬ 
lished between the man and the woman is well matched, and persists in the 
same form (in Sambhoga). 

In the same, the continuance of the ‘ anugatd interpretation is as fol¬ 
lows: 

Rightly did the frail Aparnd practise penance, hard to perform, for him. 
Blessed will be the woman who earns the privilege of serving him; what to 
say then of repose on his lap? (280) 

Here, in the first half, the sense (of ragd) is Tilling with love’. Established 
in prathamanuraga in the approved, proper manner, love continues in the 
same way (in the sambhoga which follows). So much for the karanasadhana 
side (of l anurdgd\ i.e., effecting mutual love and faith. 

As for the bhavasadhana side, l anuraga\ qualified eveiywhere by ‘ sahd 
and other senses, indicates ‘mutual pleasure’ or ‘radiance’, and this contin¬ 
ues in the next stage too, by the capacity of the compound to give a compos¬ 
ite sense. What is the compound here? The one named {asfhi tatpuru$a. 
‘Prathamdnurdgasya anantaraK becomes i prathamdnuraganantaraK. 

What is the vrtti (combined signification) that is operating here? It is 
one in which the original meaning (of the members of the compound) is not 
given up <ajahatsvarthd vrtti>. [Because,] the hero and the heroine, although 
now united, do not give up their early love. 

That may be so, but as this integration (of words) without giving up 
their original sense <ajahatsvarthd vrtti> has to signify another (aggregate) mean¬ 
ing, it has to give up the original meaning while signifying that other meaning. 
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Yes, that is proper. [But] It is generally seen in the world, that the beg¬ 
gar, on getting alms for the second time, does not give up what he got the 
first Lime, but tries to accumulate it And that being so, it \prathamanuraga~ 
anantara ] should get the dual number, by the rule ‘for two, dual number’. 

Dual number of which case-ending? Of the sixth case-ending. ‘ Anantara 
does not take the sixth case-ending here. Then, by the first case ending. As 
‘prathamanuraga is augmented by the relation (tasya), it cannot take the first 
case ending. 

The meaning ( prathamanuragasya ) put forth is contained within it and 
so it becomes a pratipadikartha (having the status of an uninfiected noun) 
and can take it (the first case ending). 

No, not so. The case affix should be applied after the aggregate, viz. 
prathamanuraga-anantara. The one mass of meaning, like a clod of clay in 
which the components, water and dust, cannot be distinguished, invested 
with the signification of all its parts, is known as ‘that in which the contribu¬ 
tion of the members cannot be isolated’. In that aggregate meaning, unity is 
there. So even though there may be a number of parts, the ‘ sup ’ (case affix) 
addition to each part will not be there. 


(10) Mananantaro-sarjibhoga 

In the union following anger, the continuance of the ‘worship’ sense (of 
mana ) is as follows: 

Victorious is her foot-dust in contact with the bent head of her hus¬ 
band ($iva) - washed with her own tears by the daughter of the mountain, at 
the end of her anger; which even the lord of serpents {Vasuki) dared not to 
wipe, warned off by Jaya\ and which the river of the gods ( Gahgd ) would not 
even touch, remaining far, so as not to cause jealousy. ( 281 ) 

Here the worship expressed in falling at the feet etc. is effected by 
anger; and it persists even afterwards (in the union). 

In the same, the continuance of the ‘fond attachment to anger’ sense is 
as follows: 
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if you consider our words fit to be obeyed, then give up this attach¬ 
ment to anger, and make your clear one belong to these two high breasts’ - 
seeing the good in this (advice) from her affectionate friends, the deer-eyed 
one offers libation-water (bids farewell) to her friend, anger, with her tears. 

( 282 ) 

Here the fond attachment to anger persists even after (the departure 
of) mana. 

In the same, the continuance of the ‘recognising love’ sense is as fol¬ 
lows: ( Prdkrta ) 

Those who pain for a moment, and then please the angered one like 
slaves, only they are lovers to women; the rest, poor souls, are only masters/ 
husbands. (283) 

Here the lover, wishing to know whether she too loves him or not, 
provokes her by addressing her with someone else’s name in jest. And surely 
enough, being full of love, she is angry with him; and he, being assured of her 
love, begins to please her like a slave. It is then that she realises the truth of 
his love for her. This sense which is established in mana, persists even after 
that. 

In the same, the continuance of the ‘measure of love’ sense is as fol¬ 
lows: ( Prdkrta) 

O ( Satyabhamd ) of slim waist! If it is with (my giving) the divine flowers 
(to Rukmini ) that I have sinned, then, if I were to conciliate you with the same 
(flowers), that would not match my love or compensate for my offence ad¬ 
equately. [Hence I will give you the Parijata tree itself.] (284) 

Here, ‘ Rukmini has been given only the divine flower, while I have been 
given the divine tree itself by the dear one. So I am a thousand times dearer 
than she is’ - thus Satyabhamd measures the love belonging to her. This sense 
has been established by anger and it persists even after mana, by the capacity 
of the compound [namely, mananantarah ] to give a composite sense. 

What then is the compound here? It is the same sa$thi-tatpuru$a. Which 
vrtti? As in ‘ prathamdnurdgdnantara ’, here too it is ajahatsvarthd (not giving up 
the original meaning of the members). 

There it is proper as, even after confirmation, first love does persist. 
Here, once the anger is allayed, it goes away. 
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Through ‘continuance’ <anvaya> [is meant that] it (‘mand) will become 
the specifying adjective. For example, we have ‘butter pot’, ‘oil pot’ etc.. Even 
when the butter or the oil has been poured out, since the designation contin¬ 
ues - ‘This is the butter-pot; this is the oil-pot’, the erstwhile content becomes 
the adjective (indicating the specific pot). In extent or duration, the content 
may vary. The same holds here (in ‘ mananantard ). 

Thus: ( Prakrta ) 

The angiy woman whose face is bent, with fear on being seized by the 
hair, drinks the wine given by the lover little by little, as if it were the medi¬ 
cine for anger. (285) 

‘The (heroine) should walk to the bed, lashing out at the hero with 
bitter words’ - in this manner the residue of anger is seen to continue. 

(11) Pravasanantara-saijibhoga 

In the union after exile, the continuance of the sense, ‘the beloved does 
not dress up’, is as follows: 

Wearing a pair of dusky garments, her face emaciated with austerities, 
her hair worn in the same braid [made before being rejected], she of pure 
conduct, has been practising one long vow of separation from this merciless 
me. (286) 

Here Sakuntalas rejection of adornment during her exile, discovered by 
Dusyanta, persisting, lends poignancy to their love. 

In the same, the continuance of the sense, ‘the young men do not live 
near their beloveds’, is as follows: 

All that I first imagine to belong to my beloved, within a moment turns 
out otherwise. So, identifying my beloved from her touch now, I will not 
open my eyes suddenly. (287) 

Here, in the delirium of exile, whatever object, creeper etc. Pururava 
took to be Urvas% turned out to be something else, and he was disappointed 
several times. Under the same influence, he approaches her transformation 
into the creeper. So the sense of ‘young men not living near the beloved’, 
which has been true (of this pravdsa), persists even after it is over. 

In the same, the continuance of the sense, ‘permeates the heart with 
anxiety etc.’, is as follows; (Prakrta) 
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O doer of bad deeds! You are again thinking of going! My hair coiled 
into a knot has hardly begun to straighten. (288) 

Here, the description of her hair-knot etc. indicates that the pervasion 
of her heart by the longing suffered during pravasa, is not subsiding even 
when it is over. 


In the same context, the continuance of the sense, ‘destroys’, is as fol¬ 
lows: 


O angry one! I who was drowning in the darkness caused by your sepa¬ 
ration, have luckily found you again, just as one whose breath has departed 
gets back his consciousness. (289) 

Here Pururava, in his separation from UrvasX had reached the last stage 
of love-sickness (near death). It is as if on finding his beloved, he has come 
back to life after being dead, and the same impression (of death) continues. 
So here the sense of‘destruction’ established in pravasa continues even after 
its ending, by the capacity of the compound [namely, pravdsdnantarah] to give 
a composite sense. 

What is the compound here? The same sasthl tatpuru$a. What is the 
vrtti here? Certainly not the one not giving up the basic meaning (of the first 
member), as the same relation of separation in exile cannot obtain between 
the two who have joined each other after having been parted by distance. 

Then the vrtti must be the one giving up the original meaning (of the 
first member of the compound). Only if that vrtti which gives up the original 
meaning functions here will it be proper. 

Yes, it is proper. It is generally seen in the world that a person taking up 
another work, gives up his own work. For example - a carpenter, functioning 
as a king, forsakes the work of the carpenter. 

If this be so, when one says, ‘Bring the king’s man’, one can bring just 
any man. [The first meaning in the compound, i.e., ‘the king’s’, can be left 
behind, and only ‘man’ be taken,] 
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This fault will not be there, because, even while giving up its own mean¬ 
ing, the word does not give it up completely. Only that part of its ‘own sense’ 
is forsaken, which refutes the next sense. It is like this - the carpenter taking 
up the royal duties gives up the carpentry work, but does not give up kissing, 
smiling, laughing, shaking etc.. This sense (of the first member of the com¬ 
pound) does not qualify the sense of the second (member of the compound) 
in the form of contradiction. Hence it is not given up. |Only the other pos¬ 
sessions of the king cease to be indicated by‘man’ being compounded with 
‘the king’s’.] 


( 12 ) Karunanantararsaijibhoga 

In the sambhoga after karuna, the continuing sense, ‘causing of what did 
not exist before’, is as follows: 

Victorious are the intoxication and unconsciousness which our heart’s 
delight, Siva, undergoes, as he stays united with his wife, immersed in the 
nectar and drinking the poison, at the churning of the ocean. (290) 

This is union after karuna, as Daksa’s daughter (who died) has now 
come (back to life) as the daughter of Himalaya, There, because of grief and 
sorrow, fainting etc. took place; here, they come forth because of joy. 

In the same, the continuing sense, ‘utterance/lament’, is as follows: 

Victorious is that Siva who prostrates at the feet-Iotuses of Parvati <siva >, 
after speaking these words - ‘Kind Ddksdyanil As I bow before you now, for¬ 
give me for scorning you when you wearied yourself (serving me), for killing 
Madana before your very eyes, for the penance your body suffered, for the 
offending words I spoke, dissembling as the brahmacarl (291) 

Here, the sorrowful lament made in the state of karuna, by Siva writh¬ 
ing at the lotus feet of the dear one, has now been transformed into an 
expression of his heightened (happiness). 

In the same, the continuing sense, ‘fixing the mind’, is as follows: 

‘Do obtain the undivided love of your husband’ - thus was Uma ad¬ 
dressed as she bowed (before her elders). But by winning half of his body, 
she transcended these blessings of the affectionate women. (292) 
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From the day, long ago, she ( Parvati) with the beautiful teeth, enraged 
by Daksa, threw her body into the fire, Siva (lit. the lord of creatures), giving 
up all attachment, lived without a wife. (293) 

In his sorrow, due to his great love (for his wife), Siva's mind was fixed 
in the determination not to many; it is now fixed in the great determination 
of giving half of his body (to her). 

In the same, the continuing sense, ‘being smeared with’, is as follows: 

The fullness of the inner joy, similar to ultimate bliss, produced by the 
touch of his left half {Lima) in Siva (lit enemy of the cities) - his concentration 
breaking suddenly, the supreme light within known as spanda fading, his mind 
slowly gaining consciousness, his senses awakening a little, his breath be¬ 
coming freed from deliberate control - victory to that joy. (294) 

Here, the mind which, in the condition of tragedy, was smeared en¬ 
tirely by a rush of sorrow, is here being anointed with the supreme happiness 
springing from the touch of the dear one. So the characteristics of karuna 
continue to be present even after it is over, by the capacity of the compound 
(namely, karunanantarah ] to give a composite sense. 

What is the compound here? The same sasthi tatpurusa. Which vrtti? 
That giving up the original sense (of the members, esp. the firstj. Here not 
even the scent of the sense of karuna is present 

Then how can it continue? (Answer-) In ‘ mallika- - basket’ and ‘‘campaka- 
basket’, even when the flowers are removed, ‘ mallika! etc. becomes the speci¬ 
fying adjective (qualifying ‘basket’), because of the lingering impression/fra¬ 
grance, in declaring, ‘This is the mallika- basket’, ‘this is the campaka- basket’. In 
the same way, even though its own meaning is removed, ‘ karuna becomes the 
qualification of "anantard by the force of impression. 

Then in \anantard compounded with] prathamanuraga etc. too, the vrtti 
should give up the meaning [of the first member, since the impression will 
continue to be present]. In that case, when ordered - ‘Bring the king’s man’, 
the bringing of any man might occur. 

This fault will not be there. Because, ’integration in a compound’ is 
governed by the purpose of‘giving a connected sense’. And this samarthyam 
[capacity of words to give a connected sense in a sentence or a fused sense in 
a compounded word etc.] can work in three ways - exclusion <bheda>, inclu¬ 
sion <sarnsarga> of both together. 
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When we say ‘ rdjnaH all the possessions of the king are admitted. And 
when we say ‘ purusaK , all owners/masters are admitted. Now if we say 
‘rdjapurusam anayd (Bring the king’s man), ‘rajtf excludes any other master for 
‘ puru$d and ‘ purusaH too excludes all the other possessions of ‘rajd. Thus cut 
off on both sides, if the meaning, ‘the king’, is removed, let it go by all means. 
By no means will that result in the bringing of any sundiy man. Before inte¬ 
gration (in the compound), if the (member with the) sense yet to be made 
were to be removed, the complex signification itself would not be there, due 
to the absence of connectedness. Howeer, the removal [of a sense) accom¬ 
plished by the integration [as in the present instance], is not a fault. 

When we say ‘the king’s man’, since we are defining him as being in the 
service of another, he is not a free man; his connection with a master is 
known; the word ‘king’s’, adopted for indicating this specific feature of (be¬ 
longing to a) master, detaches ‘man’ from things other than ‘master’ which 
are related to him. This detachment from things other than master is called 
bheda. 

The ‘ purusaH is cognised as ‘serving another’, because of being qualified 
by the word ‘raj'd, indicating the relation of‘with master’; since this specific 
feature has been accepted into the word, [namely, ‘ rajapuru$aE , which takes 
the place of the words, ‘rajnah purusaH], there is no scope for including any 
other specific feature. Thus, the removal of (a specific feature) other than (‘of 
the’) master becomes accomplished, without having a word to operate on 
<asabda>. [The word 1 purusaK is no longer singly present, with the ability to 
allow or reject other qualifications.] 

When, with a view to removing other meanings and including their 
own basic meanings, the connecting is done of subordinate members of 
compounds <upasarjanapadani>, their mutual dependence is achieved on the 
basis of the unity (possessed by the compound); in the connected words and 
their connected senses, which are the basis for comprehension, the sense 
yielding capacity lies in this simultaneous <samudayah> exclusion and inclu¬ 
sion. 


For example - it is blue as well as lotus, so it is [denoted by the phrase] 
‘blue lotus’. [Similarly,] as it is prathama/first [i.e., has just arisen] as well as 
anurSga/love, it is [denoted by] ‘prathamanuraga’/'first love’. In 
‘prathamanuraganantard etc., as in ‘the king’s servant’, the samarthyam consists 
in bheda. 
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Because, when we say ‘ anantard (after), it is defined as ‘after a limit’ [for 
instance, after a discrete thing or period of time], it is not independent So all 
limits [in this case, time periods] are admitted. 

When we say ‘ prathamanuragasyd , any related thing/feature can follow. 
Hence, when we say prathamanuraganantara, prathamanuraga disconnects 
anantara from all other time periods. And anantara detaches prathamanuraga 
from all other related features. This exclusion <bheda> is the sense-connection 
isamarthyamy attained by the word (the compound) and the integration of the 
members <vrtti> brings this about 

As integration aims at this exclusion, the sense of the subordinate mem¬ 
ber of the compound, namely ‘ prathamanuraga , on reaching integration, de¬ 
parts after causing the exclusion [of limits other than time from qualifying 
anantara ]. The sense of the principal member, ‘ anantard , implying limit, which 
also [ultimately) goes away [making way for the complex meaning of the 
compoundl, specifies the time lapse [of prathamanuraga, ignoring its other 
features]. With the separation from both sides acomplished, and the specific 
feature of [i.e., the particular time period preceding] ‘ anantara ’ being known, 
another aggregate sense arises. If the meanings such as prathamanuraga cease 
[to exist separately], let them. Nowhere do we have the comprehension of 
merely the sense, ‘after’ <avadhimanmatrasya>. 

But through connection and disconnection jahatsvarthatvam (giving up 
of the original sense of its members by the compound) does not occur. For 
(it occurs) in this manner. 

When ‘ prathamanuraganantara is uttered, we hear some word. The divi¬ 
sion into ‘ prathamanuraga and ‘ anantard is evident; and some meaning is also 
understood - the kanyavisrambhanam (gaining the confidence of the maiden/ 
wooing) etc. and the time limit. When ‘ mananantard is uttered, some part of 
the word ( prathamanuraganantara ) is given up, some part is newly made and 
some other part continues. ‘ Praihamanuragd is given up, l mana' is brought 
into being, and ‘ anantard continues. Similarly some meaning ends, some 
meaning is brought into being, and some meaning continues. The 
kanyavisrambhanam ends. The slackening (in the bond) and other effects of 
anger are brought in; and the time limit continues. Because of this we can 
say that that part of the word which has ended has that meaning which has 
ended; that part of the word which is made anew has that meaning which is 
produced; that part of the word which continues has that meaning which 
continues. 
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It is not so. Because it is by establishing invariable association and 
dissociation that the relation between words and between meanings is deter¬ 
mined. Here both are established variably. This is just like - where ‘the trum¬ 
peting ends, the neighing begins and the wheel of dust continues, there the 
elephants end, the horses are produced and the ants continue (their move¬ 
ment).’ From this much, the ants do not become the cause of the wheel of 
dust etc.. Or where ‘the milk ends and the curd begins, and the vessel contin¬ 
ues’ (contains both], there the sweetness ends, the sourness starts and the 
‘satisfaction’ continues. [Both satisfy taste?] From this much the satisfaction 
does not become the effect of the vessel. 


The determination of the sense connection is distributed between as¬ 
sociation and dissociation. As in common experience - even though deaf, 
the man with eyes sees; and even though having ears a person with defective 
eyes cannot see the beautiful form. By such association and dissociation, in 
the presence of both eyes and ears, the seeing of the beautiful form is estab¬ 
lished as the function of the eyes only, not of the ears. 


A single word, in whatever meaning it is established, retains the same 
meaning even in the proximity of another word. It never happens that the 
sense of taste which gives us the taste of sweetness in the absence of the 
eyes, will, in the presence of the eyes, become capable of giving the knowledge 
of forms like blue object 

The capacity of the word prathamdnuraga, taken alone, is limited to 
longing’ etc., that of the word mana to ‘becomingjealous’ etc., and the capacity 
of the word ‘ anantard to ‘time limit’. So these words will have only that much 
meaning. And when, due to the mutual joining of words {prathamdnuraga and 
anantara; mana and anantara ], other special features such as ‘ kanyavisrambhanam 
or ‘ mdnasaithilyavi , and other periods of time are perceived, that sense is 
provided by the sentence, ([implicit in the compounding?]. 

If, like ‘vrksa\ ‘ srotriya , ‘‘sakragopa etc. which do not depend on the mean¬ 
ing of their parts, to convey meanings which are determined by their own 
capacity, prathamanuraganantara, rajapurusa etc., (too,) as integral forms only, 
do not depend on the meaning of their parts, they get established in their 
meaning in accordance with their capacity. 
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But words like l vrksa, without indicating the meanings of any former 
and latter parts, convey one undivided meaning. How can 
prathamanumganantarae tc. which evidently follow division into parts, and which 
express through the exclusion accomplished by the meanings of their re¬ 
lated parts, become rudhi-sabda (without derivation, with fixed conventional 
sense) like vrksa etc.? 

That is not correct ‘These words are not derivable; these words are 
derivable’ - this distinguishes the method of comprehending, either perceiv¬ 
ing or not perceiving the indivisibility (of the word), of the mind involved. If 
it follows a wrong lead, the interpretation should be methodically turned 
away from arriving at the wrong meaning. 

Thereafter words like srotriya and k$atriya, whose basic forms are 
unrecognisable in them, are presented. [In ‘ srotriyd the actual prakftii s ‘ chandai , 
meaning veda. When the gha affix is added to give the sense of ‘one who 
studies or knows vedd, ‘srotrd is substituted for ‘ chandad . Similarly, ‘ ra$t,rd 
(meaning country) is substituted by ‘ ksatrd , when the gha affix is added to 
give the sense of the ruling class in a country.) Here the basic form does not 
obtain. Because it is the meaning of the affix [indicating the person who is 
well versed in, or the person who rules], defined by the meaning of the base, 
that is intended here. 

Then are presented some conventionally established words whose di¬ 
vision into parts does not obtain, as the meanings of the parts are impossible 
[to relate with the conventional sense), e.g. sakragopa (lit. JWra-herd, but the 
name of an insect), tailapayika (lit oil-footsoldier, but the name of a bird) 
and mandapa (lit ‘drinker of rice water’, but refers to ‘pavilion’). 

Again words which do take the meanings of their parts but denote a 
species are cited. Saptaparna, krtamdla etc. [denote species of trees.l As 
the tree which has shed its leaves, as well as the one whose leaves are just 
sprouting, is a tree, the name saptaparna given to the tree, since it has seven 
leaves in eveiy node [holds even when the tree is bare]. Similarly, the name 
krtamdla, applied to the tree species which forms its flowers in necklace-like 
bunches, refers to the tree which is abundantly in blossom and the one in 
which even the cluster of buds has not come out. 
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Names like pancahgula and asvakarna, which are given because the leaves 
of the respective trees are like ‘five-fingers’ or like ‘horse-ear’, i.e., names 
containing parts, whose meanings they take up secondarily, are also class 
names. The names pancahgula etc. are used even when the fresh buds are just 
sprouting [and the shape of the leaf is not yet visible]. 

Then are cited names like lohitasali and gaurakhara which, though formed 
by compounding [lohita+sali, gaura+khara], do not rest on their members for 
their sense. The particular colour is there, no doubt, but as the collection of 
parts <samudaya> functions as a class name, these names do not stop with 
conveying just the meanings of the words (constituting them). [Lohitasali'woukl 
not just mean sali which has become red, but would refer to a particular 
species called lohitasali Gaurakhara refers to a species of wild donkey, and 
not to a donkey which is white.] 

Thus, by dissolving the compound <vrtti>, the usual sense <-abhinives'ah> 
of the (member) words is arrived at so, as in prathamanuraganantara etc., in 
rdjapuru$a etc. too, the usual sense of the parts can be given up [ignored]. 
Therefore, the conventional connected sense <paribha$ika-samsarga'> also ob¬ 
tains in the vipralambhasambhogas such as prathamanurdga(-anantara sambhoga). 

18. Prakirnams Illustrated 

Among prakirnakams (the various feasts described), the vow of desiring 
women is ‘ astamicandrakd . The moon sighted on the eighth caturthi, from the 
caturthi (fourth lunar day) of the Caitra month, is worshipped by wives. For 
example: ( Prakrta) 

For long ridiculed by your worthy husband, as the conquerer of weak 
people, the moon, confronted thus by your flower offering, is abashed. (295) 

The vow in which women roll on a bed of maize (husk) is called kunda- 
caturthL For example: ( Prakrta ) 

The daughter of the house is rolling (on the maize bed). A special boon 
has been given as it were by the maize. Let the cattle roam about in the field 
without being stopped. (296) 

The day on which spring sets in is called suvasantaka, For example: 
(Prakrta) 
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Your breasts dust-laden from grinding for the [spring] festival! Your 
eyes red with the intoxication of wine! Decking yourself with lotuses! Wear¬ 
ing mango blossoms on your ears! O Daughter, the village is indeed orna¬ 
mented by you! (297) 

The occasion where women sport on swings, is called andolana-caturthl 
As for example: (. Prakrta t) 

The maiden who is on the swing at the festival, on seeing you, begins to 
hope that you will stop the swing with your hands. (298) 

Ekasalmali is played (by youth) around a single, abundantly blooming 
s'dlmall tree, closing each others’ eyes. For example: 

‘Guess who this is!’ Saying this, the young wife tries to turn around her 
dear one, the young farmer who is circling the salmali, with her hands wet 
with perspiration. (299) 


Madana worship on the thirteenth lunar day is Madanotsava. For ex¬ 
ample: ( Prakrta ) 

The young women of the village with their ample breasts, ornamented 
only with saffron bodices, steal strong hearts at the Love festival. (300) 

The sport in which youths muddy their dear ones, spraying scented 
water filled in bamboo pipes and sprays is udakak$vedika. For example: ( Prakrta ) 

Having run about in the intoxication of dusk, at the Phalgu festival, the 
young women await with all their limbs the mud from the hands of the 
headman’s son. (301) 


The festival in which noble women adorn themselves with the blos¬ 
soms from the asoka tree which has been made to bloom by their ritual 
kicking, is asokottamsika. For example: ( Prakrta) 

Wearing the asoka blossom born of her wish-granting ritual, the moon- 
visaged girl wiped off the bad name, ‘maker of the sterile kankold , earned by 
the Creator. (302) 
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Where the women pluck the mango blossoms and, offering them, one 
by one, to Madana, to serve as his arrows, wear them, that festival is cutabhanjikd. 
For example: ( Prakrta) 

Though completed, even the festival adornment fit for Rati is not beau¬ 
tiful on the women, till the mango blossoms which will gently swing on their 
cheeks are worn on their ears. (303) 

Where the young women make the bakula tree bloom by the dohada of 
spraying a mouthful of wine on it, and then pick those flowers, that is 
puspdvacdyika. For example: ( Prakrta ) 

O pollen! By falling on the generous breasts of that woman who raised 
her face for the dohada (spraying the mouthful of wine), you have attained 
that fruit which falling over a high peak grants. (304) 

Where, being teased, ‘Who is your lover?’, a dear one is beaten with 
fresh creepers of paldsa etc., that is cutalatika. For example: ( Prakrta) 

On the bride’s limbs, wherever her brother-in-law aims a blow with the 
new creeper, hair standing on end in dense rows is seen. (305) 

Bhutamatrka festival saluting the pahcatmd (five elements) is as follows: 
{Prakrta} 


Her attire loosens, her embellishment fades, her step falters. Friend! 
Do not gaze at her as she dances in the bhuta festival. (306) 


In the rainy season, forming two teams, and using as missiles the kadamba, 
nipa, haridraka and other flowers, the game that women play, is kadambayuddha. 
For example: ( Prakrta ) 

The heavy bosom of the farmer’s daughter-in-law, fluffed wilh a full 
coat of kadamba pollen sprayed by her friends egged on by her husband, 
looks like a bunch of kadamba flowers. (307) 
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On grounds sprouting fresh grass shoots with the first rain, after wor¬ 
shipping the verdant ground and eating and drinking, people playing games 
of make-believe wedding etc. is navapatrika. There, in ‘choosing* (the partner), 
‘conducting’ (the ceremony) etc., these kinds of jocular teasing go on. For 
example: ( Prakrta ) 

Even if the groom is in a huriy to wed, you folk must delay till the 
maiden’s nails turn white. (308) 

The sport engaged in by loving pairs in ponds lovely with new lotus 
shoots, is bisakhadika. For example: ( Prakrta ) 

Lovers are snatching from lovers’ mouths broken lotus stems which are 
like hearts riddled with holes by the arrows of the flower-armed ( Madana). 

(309) 

The day of Indrd s festival is sakrarcd. For example: {Prakrta) 

Really the lord of the gods is wooden. For, touched by the farmer’s 
daughter with hands delicate as lotus petals, he did not sprout new leaves. 

( 310 ) 


In the month of Asvina the full moon day is kaumudl For example: 
{Prakrta) 

How could you have done it with your own hands in the midst of the 
stumbling, intoxicated people? The moonlight became the perfume dust 
anointing her breasts. (311) 


The festival of lights is Yaksaratri For example: ( Prakrta ) 


Many are the festivals, but none like the festival of lights, where one can 
freely visit the beloved’s house, with the lamp [lighting] providing an excuse. 

( 312 ) 

The feasting on fresh, undried saml and suka corn, toasted on die fire is 
abhyufakhadika. For example: {Prakrta) 
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‘My hands have been burnt by the open fire’ - mutters the farmer’s 
daughter again and again, yearning for the stroking and puffing from the 
dull-witted young man. (313) 

The eating of the first crop of sugarcane is called navekfubhakfikd, For 
example: ( Prdkrta ) 

To her brother-in-law, with her tear-stained hand, the new bride gives, 
first, her heart which is mellow like the autumn, and then, the sugarcane 
bearing her teeth marks. (314) 


With the setting in of summer, the diving into water is tpyakrida. For 
example: {Prdkrta) 

With thrilling cheeks and wide, still eyes the fair ones’ faces reveal their 
pleasure in sporting in the water in the arms of their lovers. (315) 


Watching drama etc. is called prek^a. For example: ( Prdkrta) 

The actor will dance; the entire crowd, keen to enjoy, will watch. The 
chief too will fault (the show), if the daughter of the village head, who can 
vanquish the stage, does not come. (316) 


Gambling with dice etc., winning embrace etc., is dyuta. For example: 

In the game of gambling, the embrace first won, and the trembling lips 
then offered, when the lover asked - ‘What will be the stake now?’, the be¬ 
loved, her cheeks throbbing to contain her laughter and control thp rush of 
delight, wordlessly put forth her hand, wet with perspiration, for throwing the 
dice. (317) 

For exciting love, the drinking of madhvika etc. is madhup&na. For ex¬ 
ample: ( Prdkrta ) 

One girl, in the rising intoxication of wine, momentarily losing thought, 
talks loudly and poindessly, is laughingly led to a seat by her lover, and is 
abashed on remembering. (318) 
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19. Prema-prakdras Illustrated 

Among the premaprakdras (types of attachment), that is called nitya (eter¬ 
nal) which cannot be destroyed even by hostile conditions. For example: 
(. Prdkrta ) 

He who has seen the beloved angiy and appeased, and has borne the 
challenge of thousands of people - his self is lightened by the radiance and 
love which pervade his heart (319) 

That is called naimittika, which causes the observance of penance etc. 
For example: 

She (Pdrvati) wished to make her beauty fruitful by her austerities, rely¬ 
ing on concentration. How else could she secure those two - such love and 
such a husband? (320) 

With the state not determined, it is samanya. For example: {Prdkrta) 

Incensed as well as pleased, bearing tearful faces, as well as in pride, as 
they are clasped, girls heap the heart, as it were, with supreme delight (321) 


With a particular state determined, it is vise$avdn For example: (Prdkrta) 

Even without talking, the angiy woman does not pain the heart as much 
as she does, with words surrounded by great stretches of anger. (322) 


That which cannot be discovered even from signs is pracchanna. For 
example: (Fhahtd) 

Day by day, her apprehension growing as her signals are failing, bend¬ 
ing her head down and turning pale, along with the crop, the maiden guard¬ 
ing it is withering. (323) 

That (love) which is discovered by friends is called prakdsa. 

For example: (Prdkrta) 
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If you were not really his beloved, why would you be sleeping everyday, 
unable to hold up your limbs, like the new born buffalo calf which is drunk 
with the first milk? (324) 


That which needs the cause is called krtrima (made up). For example: 
(Prakrta) 

O son! When (the object is) out of sight, love, though held together by 
strong bonds, vanishes with time, like the water held in cupped hands. (325) 


That which needs no reason is called akrtrima (genuine). For example: 
( Prakrta ) 

As the husband is transformed by old age, failing in health and losing 
his looks, he grows dearer and dearer to the lady who safeguards his race. 

(326) 


That which is bom of impressions from another birth, is called sahaja 
(spontaneous). For example: [Prakrta) 

Even in the vast land of her anger, kept grey (and dry) by his love for her 
rival, at the appearance of the dear one, Rukmints joy shoots up, in the thrill 
sprouting (on her limbs). (327) 

That which grows with attention is aharya. For example: (Prakrta) 

When sincere praise came from her husband, the housewife’s limbs 
went limp at once, as if nothing more was to be accomplished. (328) 


That which is born of youth is called yauvanaja. For example: (PVdkrta) 

As the maidens’ red-tipped breasts grow, Madana, as if finding the needed 
room, enters their hearts. (329) 
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That which does not stand in need of cultivation is called visrambhaja . 
For example: ( Prdkrta) 

That skilled love full of the delight of practised dalliance does not con¬ 
quer as does the love which is spontaneously enjoyed with true feeling any¬ 
where, anyhow. (330) 


20. Premapuffi Illustrated 

Among premapu$tis (stages of growth of attachment), cakfuhprlti (pleas¬ 
ing the eye) is as follows: 

Her birth is from the gods’ sacrifice; her father, the king, can expound 
brahma (supreme truth); and her bright and happy form generates love in me. 

(331) 

Manahsanga (attachment of the heart) is as follows: 

This celestial damsel flying through the sky [lit. the middle domain of 
her father (Visnu)], tugs the heart out of my body in the same way in which, 
from the lotus stem whose tip is cut, the royal swan drags out the fibre. (332) 

Sahkalpotpatti (fixing of intention) is as follows: (Prdkrta) 

Her, he gazes at, of thrilling limb; her he holds in mind; her name he 
takes. Even as he thinks of another woman, she alone stays in his lovelorn 
heart. (333) 


Praldpa (raving) is as follows: (Prdkrta) 

O Crown of the sky, laden with nectar! Forehead mark of the night! O 
Moon! Your beams (or hands) by which the dear one has been touched, 
touch me too with those very beams. (334) 


Jagara (sleeplessness) is as follows: (Prdkrta) 

The sleep denied by parting from you does not leave her the pleasure 
of seeing you even in a dream. Her tears have destroyed even the delight of 
gazing [at things connected with you). (335) 
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Karsyam (wasting away) is as follows: ( Prdkrta ) 

Wrathful though she was, the mother-in-law was reduced to tears when 
her daughter-in-law, whose husband was away (on travels), bent to touch her 
feet and let fall both her bangles. (336) 


Visayantare arati (loss of interest in other things) is as follows: ( Prdkrta ) 

Narration of another’s virtues, of little interest (to him), is stopped, even 
before it is completed. Talk about his beloved, delightful as love, is not stopped, 
even when it has been completed. (337) 


Lajjavisarjanam (shedding of shyness) is as follows: ( Prdkrta ) 

O simple youth! Ignoring all the young men, trespassing all decorum, 
she is walking around, turning her eyes in all directions for (the sight of) you. 

(338) 


Vyadhi (malady/lovesickness) is as follows: ( Prakrta ) 

The pain of parting, growing manifold into great agony, cannot be ended 
by any other means except the pleasure of death. (339) 


Unmada (madness) is as follows: {Prakrta) 

Hold (her). Fear not. This is not a devil on her rounds. It is only the 
traveller’s wife whose heart has been struck by terror at the sudden roar of 
thunder. (340) 


1116 




- 

r tjt 3i -gatr ?i ^pt ^rfest \ 

RfeRpt RftpT f^TT R chfoidl II (3*0 

^?t: c6<h j i 4^ ci^pt ■qRr^i 
ItR81T •MI-HT^k'1 R\$R f^RT r ^fen^pi] 

TRUJ W - 

31TO fa ?TR WR fatf? fWTfa ^3lfa I 
=f#R ^T cTf^T^^ 'qTlf^^T^WII (W) 

[srarfa ht 5 ^ R fa to ffafafa ^fafaj 

^prcfaw^far fa^ ^ '^RwiifH i TTf^rrffcr n] 

cTT FfT fotyrl^-mH) Uplift fafafa| TOI^MI^oi ifaydfa- 

^chWNrch^^Pd II 


w. 

(O WT: 

RFfapJ RRIRI'-l) R^if - 

WWr^ R W!TO R{ TO: I 
fa TO&!«&<+fafafaRfaTOR: II ( ^ ) 

ufcHNfal R^TT - 

fadfa fafawnfa ^ilifa^rRp 

TIRT^Rdfa^Hllfd <M^IHRd II O^) 

WTPT^rw - 

TT ^T -5f#R fat ffaTO!fa;fat I 
mfa: TOR (?^) 

spprafat w - 

TT Hll>d^dHldfafaffa?^TO: I 
RfTfafaTT ipgrfa feiNM# ?fa II ( W ) 



WT: 


1117 


Murccha (swoon) is as follows: ( Prakrta ) 

That she fainted and did not hear it, was a good done by the kadamba 
fragrance. Or the sound of the clouds would not have departed without her 
life. 


( 341 ) 

Maranam (death) is as follows: ( Prakrta) 

Dear friend! At least today, do not stop me from weeping, this once. If, 
when he has gone, I am still alive, I tell you, I will not weep. (342) 

All these twelve (conditions) arising from vipralambha are the grounds 
nurturing love, providing the support to the progress of love in the sambhoga 
following each (separation). 


21. Character Types Illustrated 
(1) Main Characters 

Among the Nayakas (prominent male characters), the hero indyaka> who 
occupies the entire story is as follows: 

He was not able to transgress the command of his father - that scion of 
Raghu (Rama), who was undaunted even at the immense task of severing 
Ravands heads. (342) 

Pratindyaka (hero’s adversary) is as follows: 

The vanquisher of the guards of the quarters, who worshipped Siva, 
offering his own heads, who held aloft the Kailasa mountain, that adversary 
(Ravana) - Rama respected highly. (344) 

Upandyaka (minor hero) is as follows: 

He killed the brave Hz/zand in that long-coveted position placed Sugriva, 
like a substitute in the place of a verb root (345) 

Anunayaka (second hero) is as follows: 

His pain removed by the great herb brought by Hanumdn (lit, the son of 
the wind), he ( Laksmana ) resumed his teaching of lament to the womenfolk 
of Lanka with his arrows. (346) 


1118 




cf7?JT^riM 'HifWT W - 


cfrr Uo|fafeSTSTTf fuicciddftl^ I 

fWT^3?Tf Mw %TrfTjuTTtJT 3F7]^qtST Wp ( ^) 

[ cPTT Mc^TH^I 

fWl^nT^T faftcT Wl.ll] 

3rf?FflfWT W - 

cT fcT^T^Wt ^TT fWlffST^TirtST I 
SFFTfST ft Wff^3TW -tfquftTT fsffrnjf || ( ^ 6 ) 

[■^fWT^gWf ^fftlT HJ)r^r™^I 
aWWftcTETpT <4Vl u ^ r^al u l^l!3 

wtaw - 


^#S#frcRFW?3 fro WWW! ^ 

^c*t T^W =F«T ft?TT WRTl 

^rfeiu^MScM ^n fy^Hi w^sft wnfw n (w) 




wrn Tjfwt ^ft c^ffa 

wtafa ft ftcTTsfft wn?ift i 
rFft "WfttTWI WT: ftft qqM 


fam 



I! (^o) 


3TIWT3 wwttctT w - 

^TT f¥H3 Wf pqtST I 

5T53fH% ft tit ftRf wc^iwrwreMlii (3^) 


[^fft ^TT ftw TT^T TJcIW ftfttTTWrW^WJ 

ftftft ft ^ 


TTlfWl Wfl W - 



WT: qfr^: 


1119 


The heroine <nayika> who dominates the whole story is as follows: 
(. Prdkrta ) 

Causing anguish to her co-wives, winning his attachment, esteemed by 
her husband, she has made a place for herself on the summit of conjugal 
felicity. 

(347) 

Pratinayikd (heroine’s rival) is as follows: ( Prdkrta ) 

That garland of the gods’ flowers, delightfully scattering its divine fra¬ 
grance, and what is more, brought by himself, Hari gifted to Rukmini, paining 
the heart of his favourite ( Satyabhdma i), (348) 


Upanayikd (minor heroine) is as follows: 

‘My heart rightfully claimed by this queen, how am I to guard this fair 
one from being pained by my uttering the (other one’s) name in dream?’- 
keeping awake with this effort, the night was spent somehow. Struck by (his 
own) kindness, even in dream he could not reach the dear one. (349) 


Anunayikd (second heroine) is as follows: 

As you stand in the forefront among deserving, virtuous men, hail from 
a noble family, are beyond vice, and are worthy, I am fully satisfied with you, 
son-in-law. So, to please you, we give away this Madayantika today to your 
dear friend, even though their first meeting has already taken place. (350) 

Among the abhasas, ndyaka-abhasa (hero-semblance) is as follows: ( Prdkrta ) 

Why will not her waist pine, unnoticed that it is by her blue-lotus petal 
eyes, as their reach is obstructed by her heavy breasts? (35 i) 


Ndyikd-abhasa (heroine-semblance) is as in: 



1120 


'gfsioft^ci ^crllHJI (^) 

W - 

3TcT3TftaiJcc|f^ msi '^1 u £IT7 ^3TTT'3OT% I 


^ TJT 


(W) 


WF 


fcT^nT^ ^STT - 


3rfcrl3TS 


ti% ii (w) 


^iRn^-fd 


if w^rff 


T: I ^ W - 


lFf|5-q ^Icfo? 'fa^j/Md: Ttfcffe W- 
^ it F 'rfFUf?T cRd 


% sfrjfa 


Fft: ^rf^T: It ( 3 <aK ) 


T: I ^ 


% era II (3 <aO 


5: I ^JT - 



WT: 


1121 


Having forsaken Sita, the ruler of the earth enjoyed only the earth that 
was girdled by the storehouse of gems (ocean). (352) 

Ubhaya-abhasa (semblance of both) is as follows: ( Prakrta ) 

Having hugged the eastern horizon, having caressed the face of the 
evening with his beams, the deer-marked (moon) has departed towards the 
other direction. [Even then,] Mother, the night does not waste away (end). 

(353) 

Tiryag-abhasa (semblance in lower creatures) is as follows: [Prakrta) 

The cakravaka hugs the lotus bank who, with her flushed red lotus face, 
seems to be reclining on her water bed, directed by Madana <Manmatha>, and 
bids his mate to leave him. (354) 


(2) The Sixteen Hero Types 

Among heroes, the one who possesses all the virtues is uttama ( ndyaka). 
For example: 

This is Rama who has earned the highest fame on this earth with his 
valour. It is our misfortune if Your Majesty is unaware of him whose praises 
are sung by the wind like a bard, with the seven notes emerging from the 
holes pierced in a row of mighty tala trees at one shot of his arrow. (355) 

The one who possessess three-quarters of these virtues is the madhyama 
[nayaka). For example: 

What is the use of these armies occupying all the directions, causing 
tremors in the earth if you continue to be in low spirits? What is the use of 
Drona? Of what use are the arrows of Kama (lit the king of Anga )? While we 
hundred brothers live, you are sheltered in the happy shade of my arms; you 
are the wife of the lion of kings, Duryodhana. What is the ground for your 
apprehension? (353) 

Possessing a half of these endowments, the kanistha nayaka is, for 
example: 
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Embracing the sleep-languid Mandodarl (lit daughter of Maya) on the 
couch, lying awake, I affectionately pressed with the tip of my toes the breast 
of Tilottamd who was pressing my feet Even now she cannot forget the thrill 
produced in that joy and excitement (357) 

Endowed with sattva, the sattvika (ndyaka ) is, for example: 

[.Laksmana to Rama-\ Upon the (weapon) s'aktibzmg thrust into my chest, 
the lord of the monkeys by my side falling unconscious, and the drowsy 
monkeys fleeing, that was the moment for the enemy ( Ravana). Saying, ‘Do 
not fear’, Vibhlsana controlled the panic of the monkeys with firmly knit brow; 
but his words grew faint with agitation at (the sight of) my grievous wound, 
and so were not heard by you. (358) 

Endowed with rajas , the rdjasa (ndyaka t) is, for example: 

Friend! Ruling over the entire earth brought under one umbrella, on a 
throne adorned by the gem-studded crowns of all the lesser rulers (bent in 
obeisance) - that sovereignty is nothing compared to my fulfilment today in 
winning the privilege of carrying out the commands of her feet (359) 

Endowed with tamas , the tdmasa (ndyaka ) is, for example: 

Here among you, whoever pursues penance or warfare and, out of arro¬ 
gance, cannot bear this adversary who is out to destroy, let him know - this 
Parasurama will not rest in content after robbing this earth of Rdma,Janaka 
and Das'aratha; he will annihilate all their scions. (360) 

With many wives, the sadharana ndyaka is, for example: 

The daughter of the Kuntala ruler is waiting after her monthly ablution; 
but it is also the turn of the Anga king’s sister; this very night has been won in 
gambling by Kamala; and the chief queen has to be appeased today. Gather¬ 
ing all this information about the beauties of the royal household, when I 
presented it to the king, he stood still for two or three moments, his mind 
stupid with bewilderment. (361) 

With only one wife, the asadharana (ananyajdni ) ndyaka, is, for example: 

From the time of marriage, this arm of Rama which, at home or in the 
forest, in childhood or in the youth following, has not been approached by 
another (girl) for sleeping on, is your pillow. ( 362 ) 
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With his self-esteem prominent, the dhlroddhata (ndyaka ) is, for example: 

Let Krsna (lit. the killer of Madhu) take up his discus which has pushed 
many to their residence in Death’s abode; let Indra <Vrsa> take up his thun¬ 
derbolt which is intoxicated with the wine of blood from the wings of the 
mountains (it severed); let Siva (lit the trident-armed) take up the trident 
which is covered with the blood of the demons. I am going to kill Dhr^adyumna 
in the battle. Let someone protect him! (363) 

The dhiralalita (ndyaka ) who is involved in-amorous activities is, for ex¬ 
ample: 

Just to teach civility to him, masters may be angiy with their man for no 
fault of his, and that might make proving his innocence to them easy. You 
who are falsely angiy! With eyes like the red lotus! If you accept that you are 
in my heart, then whom else can I behold on that heart easel? (364) 

Distinguished by quietude, the dhiraprasanta ( ndyaka ) is, for example: 

Unsullied family, beautiful form, mind full of learning, ample strength 
of arm, abundant wealth, unchallenged lordship - these are naturally pleas¬ 
ing conditions, and also the causes of intoxication. The very things which 
take a man to the heights of exultation, leash him anew. (365) 

The trustworthy doer of noble deeds, the dhirodatta (ndyaka ), is as fol¬ 
lows: 

Seeing once more, (reflected) on Janakfs cheek which has stolen the 
gleam of baby ivoiy, (his) face-lotus glowing and thrilling with love, and 
hearing the noise of the demons’ army, the lord of the Raghus firmly tightens 
the knot of his matted locks. (366) 

The satha (ndyaka ) of deceitful conduct is, for example: 

Seeing his two beloveds sitting together, the rascal approaches from 
behind and, tenderly closing the eyes of one on the pretext of starting a 
game, he turns his neck a little to kiss with a thrill the other, whose heart is 
dancing with love and cheeks are gleaming with inward laughter. (367) 

Guilty but unabashed, the dhrsta (ndyaka) is, for example: 
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Dear friend! A hundred times he has been spoken harsh words; a 
thousand times, fallen at my feet, he was been dismissed with a kick; how 
many times I have frowned at him I do not know; yet the shameless one 
does not stop troubling me even for a moment (368) 

Considerate in his behaviour, the anukula (nayaka ) is, for example: 

[Dear one!] Losing your temper without reason! Give up your anger. I 
was bending down for the evening prayer, and not for another (woman). 
Don’t you know your life-mate, whose conduct is like that of the cakravaka 
[bird, known for his fidelity]? (369) 

Of gallant behaviour (lie pleasing those in the inner apartments), the 
daksina (nayaka ) is, for example: 

By this penance, O beautiful one, you are needlessly tiring your body 
which is as delicate as the lotus stem. He who is eagerly waiting to please you, 
your slave, why is he (myself) being pleased by you? (370) 

(3) Thirty-two Heroine Types 

Possessing all the virtues of the ndyikd, the uttama (ndyikd ) is, for ex¬ 
ample: ( Prdkrta ) 

We bow down to the smiles of good women which are open and soft; to 
their speech which is trusting and soft; and to their glance which is benign 
and soft. (37 1) 

With three-fourths of the endowments, the madhyama (ndyikd ) is, for 
example: ( Prdkrta ) 

O traveller, eager to see your beloved! Take some other path. In this 
village you cannot cross the headman’s wife without being ensnared. (372) 

With half of these endowments, the adhama (ndyikd) is for example: 
(Prdkrta) 

You lose interest in a moment and you make fun of all the women too. 
Come, come, harlot We will wipe your tear stains. (373) 
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Yet to mature in age and art, the mugdha [nayikd] is, for example: ( Prakrta ) 

When her friends tell her, ‘The safflower is sticking to your breasts’, the 
innocent bride begins to wipe off the nail marks, only to provoke their laugh¬ 
ter. (374) 


Fully mature in age, the madhyama ( nayikd ) is, for example: ( Prakrta ) 

Why are you groaning to bear these breasts, which are heaps of an¬ 
guish foryour rivals, receptacles of beauty, the temples of Madand s elephants, 
held in the hearts of a hundred men? (375) 


Fully mature in age and art, th cpragalbha {nayikd) is for example: ( Prakrta ) 

On the chest of her husband who is lying exhausted after amour in the 
summer afternoon, she rests her wet tresses, which are bereft of flowers bill 
fragrant with washing. (370) 


Pacified in anger with effort, the dhira ( nayikd ) is, for example: { Prakrta ) 

The silence of the angry woman does not pain as much as her words 
which are surrounded by a vast stretch of anger. (377) 


Pacified in anger without effort, the adhira ( nayikd ) is, for example: 
{Prakrta) 


O angiy one! As you turn your face away, clinging to your anger, the 
hair on end on your back shows your heart turning to the dear one who is 
approaching. (378) 
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Belonging (to him), the sva ( nayika ) is, for example: ( Prakrta) 

Touched by her soot-stained hand engaged in kitchen work, the 
housewife’s face is laughed at by her husband, for having reached the status 
of the moon. (379) 


Belonging to another, the anyadiya ( nayika ) is, for example: ( Prakrta ) 

The eranda tree with its leaves emerging through the gaps in the fence, 
is as if conveying to the young men that here, in this house, lives the farmer’s 
wife with as large breasts. (380) 


The married, udha ( nayika ) is, for example: ( Prakrta ) 

The newly married girl who was spoilt in childhood, did this uncivil 
thing today. She stopped her husband who was going out, saying, ‘I am afraid 
of staying alone in the house.’ (3 81) 


The maiden, kumari ( nayika ) is, for example: {Prakrta) 

Young maiden! Whose hand is going to be like the leaf of the one tree 
growing from the fruit of many merits, getting to rest on the expanse of your 
breast, which is the pot of Madanas wealth? (382) 


Married first, the jyetfhd (senior wife) is, for example: ( Prakrta ) 

Although he wishes to keep the love of his first wife, the clever groom 
cannot help enjoying the sweet, playful gestures of his new bride. (383) 


Married later, the kanlyasl (junior wife) is, for example: ( Prakrta ) 
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Seeing the high, full breasts of the young bride, the first wife with her 
sunken cheeks, sighed. (384) 


Full of self-esteem, the uddhata (nayika ) is, for example: ( Prdkrta ) 

O God! Please provide another woman for my dear one. Men who have 
tasted one solitary flavour cannot discern faults and merits. (385) 


Full of concealed anger, the udatta (nayika ) is, for example: ( Prdkrta ) 

She knows how to show him the remains of the anger which he has 
appeased by pleading, resorting to meekness when he shows his might in 
love. (386) 


Resigned in anger, the santa (nayika ) is, for example: ( Prdkrta ) 

Friend, tell me - when the dear one is not to be seen, on whom can 
anger be vented? And when he is seen, if I were to show anger, how can he be 
dear to me? (387) 


Praiseworthy in anger, the lalitd (nayika ) is, for example: (Prdkrta) 

Reproaching with laughter, showing anger in excessive attention, ex¬ 
pressing discord by tears - this is the way of good women. (388) 


Enjoyed by many, the samdnyd (nayika ) is, for example: ( Prdkrta ) 

If the brother-in-law stands nearby with a desire to kiss her lotus face, 
the fierce burning of the (kitchen?) fire will end in the acrid darkness of 
smoke. (389) 
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Married again, the punarbhu (nayika ) is, for example: 

Having attained the Lanka built by Maya and, with it, Mandodari, the 
embodiment as it were of Ravands fortune, Vibhisana rejoiced. (390) 

The wanton, svairini (nayika) is, for example: ( Prakrta ) 

That wicked one knows how to carry on her misbehaviour, hidden from 
the world, so that she is counted first among women of virtue. (391) 


Knowing the sixty-four arts, the ganika (nayika ) is, for example: ( Prakrta ) 

With the amorous sport enhanced by the delight of her freely behold¬ 
ing the lover, love with a cultured, beautifully attired woman - who can 
describe that? (392) 


Making her living with just her beauty and youth, the rupdjwa { nayika) is, 
for example: 

O beautiful one! Your thick tresses alone, looking like the smoke curl¬ 
ing up from the burning Madana, turn your admirers into slaves awaiting 
your orders. (393) 

Practising kuttamitam etc., the vilasinl (nayika) is, for example: 

In beautiful common women it is their saucy behaviour that charms. 
In the fragrant wood that is burnt, it is the smoke that is valued. (394) 


Among the heroines defined above, one who has been wronged <khandita> 
is as follows: {Prakrta) 

|Dear one!] Coming (rising) veiy early in the morning, body smeared 
with red colour (possessing a red form), full of the delight of viewing Hrailokyd 
(delight of all the eyes in the three worlds), back from a night spent elsewhere 
(having sent the night away), ornamented by cuts (ornament of the sky), hus¬ 
band by day (lord of the day)! Obeisance to you. (395) 
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Kalahantarita (parted by quarrel) is as follows: (. Prakrta) 

His love scorned by the uncivil me, as he walked out with a shamed 
heart, he was ignored by you girls too, who are wont to dance to others’ 
instruments. 


(396) 

Vipralabdha (deprived of union) is as follows: {Prakrta) 

Having forgotten the appointed place of meeting, in the bamboo grove, 
now she is searching for a glimpse of you here and there, as for the treasure 
whose hiding place has slipped (from memory). 

(397) 

Vdsakasajjd (ready to receive her lover) is as follows: ( Prakrta ) 

‘The loved one will come’ - with this thought the first half of the night 
went like a minute, keeping awake. But, in the throes of anguish, the remain¬ 
ing night departed like a year for her, 

(398) 

Svadhlnapatika (whose husband belongs to her) is as follows: {Prakrta) 

When the sun is still visible, the wife takes the husband’s feet and, as 
he protests laughingly, washes them, laughing. 


(399) 

Abhisdrikd (who goes to meet her lover) is as follows: {Prakrta) 


Young woman! You will go to him. Do not fret. Let the moon grow. Like 
milk in milk, who will detect your face in the moonlight? (400) 
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Prositabhartrka (whose husband is away) is as follows: ( Prakrta ) 

You are seeing the peaks of the Vindhya mountain blackened by the 
soot of the summer forest fire. Be consoled. You, whose husband is away! 
These are not the new rain clouds. 


(401) 

Virahotkanthita (who longs for her lover who is away) is as follows: 

‘Daughter! In this festival of the year, celebrating the lord of Love, 
staying without food is not done. So put something into your mouth.’ Thus 
coaxed by the old woman, the traveller’s wife somehow picked up a morsel 
of food when the day was ending, and washed it with a stream of tears. (402) 


(4) Other Characters 

Among the lesser characters, sakara (comic villain) is as follows: ( Prakrta) 

l sakara tempting vita to kill Vasantasena for him-] Take this cloak with 
long fringes and hundreds of tassels. Your lips are smacking to dine on flesh 
(munching) with cukkucuku sounds. (403) 


Lalaka is as follows: ( Prakrta ) 

[Not clear. The Samskrta version not given.) (404) 

Amatya (minister) etc., or pasanda (cultist or heretic) etc., deserving a 
seat, is the pithamarda (hero’s mentor). 


Of the two [pithamarda types), among amdtyas , Malyavdn, for example: 
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Alas sons! Khara, Dusana and Tris'irasl You have been killed by my wrong¬ 
doing. Alas! Alas! Son Vibhlsana, due to my action you too stand 
rejected. O my dear son Ravanal I see a great calamity coming to you. 
Daughter Naikasi, you are doomed. You will not see your three sons for a 
very long time. (405) 

Among pasandas , Bhairavananda, for example: ( Prakrta ) 

I can show even the moon brought down to the earth. I can stop even 
the sun’s chariot midway through the sky. I can bring the women of the 
yaksas , suras, siddhas. There is nothing on the earth’s sphere which is not 
possible for me. (400) 


1 70ab. One who provokes laughter, is playful and can be confided in 
[by the hero], is the vidusaka. 


- For example: ( Prakrta ) 

The sinduvara trees which bear clusters of flowers equalling (in their 
whiteness) cooked rice - they are my favourites. I like bunches of vicakila 
buds which look like the strained curds of buffalo (milk). (407) 


170cd. (The companion) who is respectable, has a wife, enjoys wealth, 
and possesses virtue, is the vita. 


He is as follows: 

Sakdral What are you pleading for by presenting (me) a shawl? Leaving 
out what should not be done, tell me what your wish is, which I can accom¬ 
plish. (408) 
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The son of the governess etc,, the ceta is, for example: 

Then the suffering Candrapida whose armlets were slipping down (from 
his arms, thin in separation), sent Keyuraka who was with him, to Kadambari 

(409) 

Among patakas (chief characters in episodes in the story) - 

171. One who serves his (the hero’s) and his own purpose, one who 
serves the other’s (adversary’s) purpose, and one who is not commissioned 
to act, are called pataka, apalaka and prakarl (respectively). 

Of them, Hanuman as pataka is as follows: 

\Rdma says-] Fortunately (we have) this mighty-armed {Hanuman), (the 
son) delighting Ahjana, by whose valour both we and the worlds are blessed. 

(4 10) 

As dpataka and prakari, Mdrlca and Jatayu are as follows: 

Having deluded Rama and Laksmana (lit the two scions of Raghu), with 
the demon {Marlca who went) in the form of a deer, he ( Rdvana ) bore Sita 
away, obstructed for a moment by the efforts of the lord of the birds {Jatayu ). 

(4 11) 


(5) Other Female Characters 

1 72ab. Here (in poetry) the friend ( sakhi ) is said to be of three types, 
viz. sahaja (companion of same age), purvajd (senior well-wisher) and dgantuh 
(friend on some occasion). 

Among them, Lavangikd etc., sahaja, for example: 

[Kamandakl addressing the absent Mdlati-\ Abandoned by you with Lhe 
bright eyes, she [Lavangikd] who is attached to you does not shine, like the 
soot-tipped wick abandoned by the bright flame of the lamp. (4 l 2) 

Kamandakl etc., purvajd, for example: 

[Kamandakl-] ‘By my plan even Mdlati who was meek with modesty, was, 
within a few days, brought to (the state of) confiding (her love) in a friend.’ 

(4 1 3) 

Trijafd etc., dgantuh, for example: ( Prakrta ) 
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[ Trijata-] OJanakil Just because I am a demoness, do not be disgusted 
with these words spoken out of affection. In garden and wood, whichever 
flower has fragrance, gets plucked from the creeper. (41 4) 

(6) Endowments of the Nayakas 

Among the endowments of the main characters, of the male character, 
high birth is as follows: 

There was a king named Paramdra who was born from the holy fire of 
the hundred sacrifices performed by VasUtha; who was the fount of good 
deeds; who was the ruler of the earth girdled by the seven seas; even today 
the resounding glory of whose arms, proved by his victory over Visvamitra, is 
being sung by the Gurjaras in voices trembling with wonder and joy. (4 l;") 

Magnanimity is as follows: 

‘The earth stretching on four sides to the quarters, guarded by their 
elephants, is won. And having been won - see, saying this our body thrills - is 
given away to the brahmana What more (tribute) can we pay Rama ? Our 
salutes to him, from whom this marvellous tale was born and in whom it 
ended.’ (4 l(i) 

Exalted position is as follows: 

Let the daughter of the earth ( Sita ) rest, like the goddess of valour, on 
the chest of our Lord ( Ravana ), the one great warrior of the world; on the 
chest which shines with the swelling wounds caused by the pieces falling 
from the thunderbolt smashed between his hands; on the chest on which 
the tusks of Indrds elephant failed in their task and broke into pieces; on the 
chest which bears the garland strung by the gods from the celestial garden. 

(4 17) 

Awareness of ideal behaviour <krtajnata> is as follows: 

\Rdma prates-) O dear one (Sita)! For the love of whom you feigned 
angiy, tearful, piteous glances and went to the forest (with him), that beloved 
of yours, that hard-hearted one, even as you (banished by him) are borne by 
your mother (earth), is seeing the directions darkened by the new clouds, 
without your company, and still lives. (4 1 8) 

Possession of good looks is as follows: 
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(He is) broad-chested, ox-shouldered, tall as the sala tree, mighty-armed 

- the warrior ethic has, as it were, inhabited the body capable of performing 

its duties. (419) 

Youthfulness is as follows: 

Like the calf nearing bullhood and the young elephant reaching the 
stature of the mighty elephant, gradually, with youth finishing his childhood, 
Raghu developed a majestic, handsome body. (420) 

Possession of intelligence is as follows: 

‘Dear wife! Who is this?’ You rogue! It is your ornament (the moon).’ 
‘Why is it red?’ ‘Because of vermilion.’ ‘Dear one! There is a stake under your 
bodice.’ ‘See for yourself Where do I have another?’ ‘I will see’ - saying this, 
the Siva, who turned to his advantage the (loss of the) moon in the dice game, 
laughing and rubbing with his hand the soft breasts of Parvati which thrilled 

- may that Siva protect you. (421) 

Possession of character is as follows: 

Fair one! Who are you? Whose wife are you? What brings you to me? 
Reassured that the mind of the self-controlled descendants of Raghu is averse 
to other women, speak (candidly). (422) 

Possession of matrimonial worth is as follows: 

He is a receptacle of learning, although tender in age. Having come out 
of the mansion and standing here now, he is sweet like the full autumn 
moon - for a glimpse of whom, the excited, unsteady glances of the women 
are as if filling the city’s windows with blue lotuses. (423) 

Self-respect is as follows: 

You had better beg him (the hunter king) for it (the arrow)’- this advice 
of yours is not for the great-minded. For those who wish to acquire by their 
might, how can the fortune sullied by compliance with others have any charm? 

(424) 


Noble speech is as follows: 
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(Vail to Rama- j For our deeds themselves we are known in the worlds. 
What remains to be said with words? Be ready (with your bow). There is 
strength in you. True, you are a man (and cannot fight without weapons). We 
are known to be unstopped by weapons. But if you insist on them (arms), 
why, those rocks too are there, with which monkeys (my kin) arm themselves. 

(425) 

Unswerving love is as follows: 

When some aged, wood-hearted sages suggested marriage, the King 
{Rama) whose heart was sick with pain, without a word bent his head down 
and, the falling tears fully answered them, as it were - ‘that is not possible’. 

(426) 


(7) Endowments of the Nayikds 

Among the endowments of heroines, high birth of the woman is as 
follows: 

How, among mortal women, could there be the birth of such beauty? 
The flash with quivering light (lightning) arises not from the surface of the 

earth. (427) 

Dignity is as follows: 

Even though the eyebrows were raised sharply the face was bent very 
low. She directed a slight, disquieting smile at me, but no harsh word was 
spoken. The eyes, stilled by the tears within, were controlled from flying open 
in a glare. Thus her anger was revealed but her dignity not sacrificed by the 
dear one. (428) 

Great destiny is follows: 

Once, Narada who roams at will, seeing that girl ( Pdrvati) near her fa¬ 
ther, declared that she would be Hards one bride who would win half of his 
body through love. (429) 

Awareness of ideal behaviour <krtajnata> is as follows: {Prakrta) 

[Sita on news of Rama's death-) This thy end is worthy of a man; and the 
lord of the demons hath done what befits a demon (in abducting me). Why 
is it that, death, worthy of a woman, and available at will, does not befall me? 

(430) 
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Beauty is as follows: 

O friend! Her body is the ornament of ornaments; the unique adorn¬ 
ment of the technique of adornment; the comparison of comparisons. (43 I) 

Youthfulness is as follows: 

Her body, fully unfolded by fresh youth, appeared charming in its per¬ 
fect symmetiy, like a painting gradually grown under the brush (of a painter), 
or like a lotus blooming under the rays of the sun. (432) 

Intelligence is as follows: 

Getting up to welcome him from a distance, she avoided sitting to¬ 
gether (with him); under the pretext of bringing betel leaf the swift embrace 
was denied him; engaging herself in instructions to the attendants standing 
by, she mixed not words with him. Thus, by courtesy, the clever woman ac¬ 
complished her anger. (433) 

Possession of character is as follows: 

She lives in a house on the crossroads, is young and pretty and her 
husband is away; she is poor and also has a loose woman for her neighbour; 
but she has not broken the code of conduct. . (434) 


Desirability as spouse is as follows: 

Like the flame of the lamp carried in the night, as she ( Indumati ) walked 
to choose her spouse, every prince she crossed without stopping, lost colour 
like a mansion on the royal road. (435) 

Self-respect is as follows: 

The daughter of the Mountain, knowing that the desire of her lofty 
father and her own lovely body had been proved to be vain (in attaining 
Siva), and overwhelmed with shame all the more, because it had occurred 
before the eyes of her two friends, somehow walked homeward, with an empty 
heart. (43(3) 


Noble speech is as follows: 
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O Best of Veda scholars, you have heard aright. This person (myself) is 
keen to reach the highest post. This penance is a means of attaining that; 
nothing is beyond the reach of dreams. (437) 

Unswervring love is as follows: 

Enough of disputing: let him be everything you have heard him to be. 
My heart, however, full of that one feeling, is set on him. One who can follow 
one’s own will, does not cast a glance at censure. (438) 


22. Prema-bhaktis Illustrated 
(1) Different Tastes of Love 

Of the pakabhaktis (various tastes), mrdvika-paka (the taste of grapes) is 
that which is not relishable in the beginning but is relishable at the end. For 
example: 

May that jealous PdrvatuCandika> protect you - who made her husband 
fall at her feet, for having once insulted her by burning Madana and then, 
bowing to Sandhya (dusk); but by whom, realizing that his atonement was too 
much, tears were shed on his (bent) head which, bearing the collyrium of her 
eyes, wrote as it were, the mark on the moon there. (439) 

That is narikellpdka (taste of the coconut) which is relishable in the be¬ 
ginning and at the end. For example: ( Prakrta ) 

(He) enjoyed love as much as he wanted; he got a wife; and the daugh¬ 
ter went to her husband. Even today the eyes of the householder are full of 
desire. (440) 

It is dmrapdka (taste of the mango) which is good in the beginning, 
better in the middle and best at the end. For example: 

It was because of the curse that you were turned away, your husband 
being harsh owing to the loss of memory. Now that his darkness has gone, 
yours is the supremacy (over him). An image does not fall on a mirror sur¬ 
face obscured by dust, but easily finds a place on a clean one. (441) 
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(2) Different Dyes of Attachment 

That is nlllraga (attachment like indigo) which is not removed easily 
and is not very attractive. For example: 

After forsaking Slid, that the foe of the Ten-headed did not many an¬ 
other, that he performed all the sacrifices with her own image by his side - 
this account of her husband coming to her ears, Sitd somehow bore the pain 
of rejection, which could not be pushed away. (442) 

That is kusumbhardga (attachment like saffron) which can be removed 
and is also attractive. For example: (. Prakrta ) 

One who is somehow dear, for five days, to a lover of many beloveds - 
does she look for him on the sixth day? Whence can one get a choice dish in 
abundance? (443) 


That which cannot be removed and is attractive is manjistharaga (attach¬ 
ment like the colour of Indian madder). For example: ( Prakrta ) 

...whose {diva's) left half {Uma) with its pot-like shapely breast which is 
thrilling, spurred naturally by love, eager to reach the other half, wishes to 
turn, and trembles with bashfulness. (444) 


(3) Different Types of Pretenee/Pretext 

Antarvyaja where pretence is concealed is, for example: 

‘Having just returned from Gokulam, stupid, daydreaming, I am afraid - 
if I utter the name of Radha by mistake, Lak$mi might leave the bed’ - with this 
thought, the Hari who does not sleep in the night, and all day practises the 
name Laksmi in a lonely spot, who thinks of Radha and tries to delight Laksmi, 
may his trouble protect you. (445) 

Bahirvydja in which deception is not concealed is, for example: 
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He whose eyes, turned away from your face, found no joy anywhere, 
whose chest was ever ready to serve as your bed, who confessed that without 
you his world became empty in a moment, by taking this mock vow, what, is 
he setting out to do? (44(>) 

Nirvydja where deception is denied is, for example: 

Have I carelessly loosened the bond of your arm creepers around my 
neck? When I turned in my sleep towards you today, did I not talk to you? 
Have you ever seen me shaming myself by talking to another woman in my 
sleep? O my dear ! What fault do you find in me, deserving the rebuke due 
to a servant? (447) 


(4) Different Values binding Couples 

Dharmodarkam in which the bond is dharma (right conduct) is, for ex¬ 
ample: 

After that, turning himself away from pleasures, formally handing over 
the royal insignia, the white umbrella, to his young son ( Raghu ), he ( Dillpa ) 
retired to the shade of the hermitage, accompanied by that queen ( Sudaksim ). 
For this is the practice followed by the kings of the Iksvdku family, when they 
become infirm with age. (448) 

Arthodarkam, where the bond is artha (worldly success) is, for example: 

After having long been the co-wife of the earth bounded by the quar¬ 
ters and having given birth to Dusyantds son who will be without a rival, you 
will again set foot (come to reside) in this tranquil hermitage, accompanied 
by your husband who will have transferred his burden to him (the son). (449) 

Kamodarkam, where desire itself is the bond is, for example: 

That which is the same in happiness and sorrow, and is harmonious in 
all conditions, that in which the heart can repose, in which delight is not 
stolen by old age, which, with the shedding of the veils with the passage of 
time, ripens happily into full love - a little of that felicity should somehow 
remain (with us). (450) 
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23. Mingling of Various Embellishing Features Illustrated 

the types of mixture of the various alahkaras , and rasoktis' - this has 
been stated [in karika 1 1 ]. There, instead ofsayingjust‘the mixture of alahkaras \ 
the word Various’ has been included, for bringing guna. and rasa too under 
this category. For they too are alahkaras , as they too bring beauty to poetry. 

As has been said: 

Those features which give beauty to kavya are called alahkaras. Even today they 
are being invented. Who can enumerate them in their entirety ? 

Some of these embellishing features (gunas) have been spoken of already, for dis¬ 
tinguishing between the different styles. Now the others , commonly taking the form of 
ornament <alahkara>, will be shown. 

Under ‘features giving beauty to poetry’, [ Dandin ! includes the figures 
s'lesa, upamd etc., as well as the gunas, and rasa, bhdva, their abhdsa, and their 
prasama. By attributing to the gunas which distinguish the various styles from 
each other, the function of embellishing, s'lesa etc. are shown in their capacity 
of quality <guna> as well as of embellishment <alahkara> - 

Slesa, prasada, samata, madhuryam, sukumdratd, arthavyakti, uddratvam, ojas, 
kdnti and samadhi, 

these ten gunas are regarded as the life-breath of the Vaidarbha style <marga>. 
Their rejection is generally found in the Gauda way of writing. 

Although he speaks of only (the ten gunas) s'lesa etc. causing the style- 
distinction, as bringing beauty to poetry, he [Dandin] conceives of the embel¬ 
lishing role of other gunas too,. For he says, ‘Who can enumerate them in 
their entirety?’ 

This is proper. What is improper is to speak of the ‘adorning role of 
rasas' since, unlike gunas , they are not designated as alahkara [by Dandin ]. 

Not improper, as the heightened (feelingful] expressions, urjasvu rasavat 
and prey as are counted among alahkaras [by Dandin ]. That is done in this way: 

Speech which is very pleasing is called prey as; that which is adorned with rasa is 
called rasavat. That expressing great self-esteem is urjasvi. All these three are superior/ 
heightened (expressions). 
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By the words 'urjasvi contains great self-esteem’ he indicates the peak 
to which rasa, also known as ahankdra, abhimdna and srngdra in the individual, 
born of the high merit of good deeds, and strongly established by the im¬ 
pressions of several births, is taken. It is aroused in a war situation attended 
by the special adornment [with armour etc.] which spurs all the great quali¬ 
ties (valour etc.), in a character with self-respect, and takes the form of great 
pride [and reaches a climax in the urjasvi]. 

By the words l rasavat is adorned with rasd he indicates the middle stage 
reached by srngdra, which, in the form of rati etc., arises and develops in 
various situations presented in the format of vibhdva, anubhava, vyabhicdrins 
and sattvikas. 

By the words 1 preyah is highly pleasing expression’ he points out that 
just as rati which heads all the emotions, reaching the peak of intensifica¬ 
tion, perceived as a pervading experience, crosses the stage of being a feeling 
and assumes the form of prema, so also other emotions developed to the 
ultimate intensity, will reach the state of rasa, and through this he indicates 
the highest position of alankara (effective expression). The intensification of 
all emotions, rati etc., culminates in 'prema', as we see in ‘ ratipriyd , 'ranapriyd , 
‘parihdsapriyd and ' amarsapriya (lover of love, lover of war, lover of mirth, 
lover of anger). 

By declaring, ‘all the three are heightened (expressions)’, he establishes 
that, without possessing heightening, all the three, urjasvi etc., will remain 
gunas and will not become alankdras. That is why aurjityam, bhavikatvam and 
preyas [which correspond to these ideas] are counted among gunas [by Bhoja]. 

But how can this be - urjasvi rasavat and preyas being guna at one time 
and alankara at another? 

The answer is - 

(The suffixes) ‘matup’ etc. are used to convey abundance, censure, praise, perma¬ 
nent inherence, high degree, correlation or existence. 

For example - ‘the cow-full country 5 , ‘the talkative lad’, ‘the eloquent 
learned-one’, ‘the sap-ful trees’, ‘the powerful boxer’, ‘the staff-holder’, ‘the 
cow-ful shed’. 
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It should be noted that when urjasvi and rasavat are intended as alankdras , 
the suffix ‘matup functions in the sense of high degree or abundance; and if 
they are intended as gunas , in the senses of praise and permanent inherence. 
In poetiy, just as the inherence of guna is permanent, so also the inherence of 
rasa. And in ‘ gunavat or ‘ rasavat praise is positive. Since gunas have to be 
brought in, the meaning of correlation obtains, and since dosas have to be 
avoided, the sense of censure does not operate. 

Preyas does not have a form distinguishable [in this manner, i.e., with 
‘matup suffix], and if it is to be alahkara, how can the ‘heightening’ <utkar$a> be 
seen in it? Answer - As in the statement, ‘ Yudhifthira is the best among the 
Kurus'. Here, if this is known by the great degree of other excellences (in 
Yudhitfhira ), there too (i.e., in preyas) the ‘heightening’ can be brought in by 
the other statement, ‘and the three are heightened expressions’. 

The expressions (‘ urjasvi etc.) which incorporate ‘high degree’ do not 
convey anything other than their own meaning. They bring out only the height¬ 
ening of the sense given by their roots and noun bases themselves. They are 
ordained only in their own meanings. 

With the alahkara function of guna and rasa having been established, six 
types of rasa-alahkara sahkara are possible - guna-sahkara, alahkara-sahkara 
gundlahkdra sahkara, rasa-sahkara, rasaguna sahkara and rasalahkara sahkara. 

Objection (to the term gunasahkara ) - Sahkara does not take place be¬ 
tween gunas, as even the possession of several gunas is termed (singly as) 
‘ gunavat . 

That is not so. Gunas are of three types: sabda-guna, artharguna and do$a- 
guna Each of these is again of two types - ullekhavat and nirullekha, There, 
amongst the sabdagunas , samadhi, madhuryam , auddryam, gdmbhlryam etc. are 
sollekha [highlighting/prominent?]; sle$a, prasada, samata, saukumdryam etc. are 
nirullekha [not highlighting/subdued?]. Amongst the arthagunas , prasada, riti, 
kantietc. are sollekha, whereas arthavyakti, sauksmyam, gdmbhlryam, sammitatvam 
etc. are nirullekha Amongst the do$agunas, gramyam, punaruktam, apartham, 
anydrlham etc. are sollekha; sabdahinam, sambhrama (?), apakrama, visandhi etc. 
are nirullekha There, mixture occurs among sajatiya varieties [sabdagunas alone, 
arthagunas alone or dosagunas alone], between the sollekha types; among the 
yyafiyavarieties [sabdagunas and arthagunas , sabdagunas and dosagunas, arthagunas 
and dosagunas] it occurs between the nirullekha types also. 
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(1) The Sankara of Gunas 

The sahkara of the sajatlya ones, involving the s'abdagunas, samadhi etc., is 
as follows: ( Prakrta ) 

Vernal beauty sways on the new leaves of the asoka tree, swings on the 
branches, turns on their tips, and stands firmly on the clusters of flowers. 

(451) 

Here we find samadhi, as the characteristics of one thing have been 
superimposed on another. There is madhuryam as the words are discrete [not 
compounded]. There is udarata as the composition is full of syllables. 
Gdmbhiryam is present in the evocative words. All these gunas of the same 
class (i.e. sabdaguna ) merge with each other. The sabda-dhvani too is apparent 
in the words vasantalaksmi (vernal beauty) and asoka's. Just as the beloved of 
some Asoka who is vexed with her, plays with his limbs in a light mood, she 
(vernal beauty) plays with its (the asoka tree’s) parts. 

Among arthagunas, the sahkara of slesa etc. is, for example: 

One should reach the state of the ocean water by his virtuous actions. 
In that state the clouds should place him in the mouth of an oyster for his 
merits. Then with his good deeds he should earn that transformation (into a 
pearl) - so that, O High-bosom! he may sway on your heart, spreading lusLre 
all around. (452) 

The gunas of the same class, i.e. arthaguna, - sle$a in the deft arrangement 
of the ideas, prasada in the perspicuity of the meaning, riti in the orderly 
sequence of events from birth onwards, kanti in the glowing presence of feel¬ 
ing - merge in this expression. 

Among the dosagunas, the sahkara of grdmyam etc. is as follows: 

That beautiful woman is being killed by Madana who has suddenly be¬ 
come an enemy without reason. She who is lovely in every limb is being 
killed. She who speaks sweetly is being killed. (455) 

Here ‘hanyati has inauspicious meaning and 'vararohtf coarseness; hanyale 
is repeated; cdrusarvahgi makes vararohd unnecessary. All these four of the 
same jati, i.e. dosaguna, mingling together, are approved of in the intention of 
conveying the greatness of the compassion etc. of the raving person. 
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As has been said: 

If one intends to convey a great degree of compassion etc., there is no fault in 
repetition etc.. On the contrary, this is an embellishment. 

Then, the sankara of different classes, s'abda-gunas and artha-gunas, is as 
follows: 

Who does not rise and who does not fall in this world? But in all the 
worlds this Sun is unique; for, as this abode of light rises and sets, Time itself 
becomes divided into day and night (454) 

Here the sabda-gunas - sammitatvam in the words equalling the mean¬ 
ings, udarata in the well-knit composition of many syllables, udattatvam in the 
elegance of description; and the artha-gunas - praudhi in the idea being car¬ 
ried to completion, prasada in the lucidity of the meaning, aurjityam in the 
developed self-esteem, all these merge. 

The sankara of s'abda-gunas and dosa-gunas is as follows: 

Come, come, my son! Delighter of the Raghusl Verily the full moon! I 
will kiss you on the forehead and enfold you in a long embrace! Or, placing 
you on my heart, I will carry you day and night Or I will bow down at your 
feet lotuses. (455) 

Here, the speech guided by feeling has bhavikatvam, being expressed in 
simple, familiar words, it has prasada; as words having pleasing senses have 
been selected, there is preyas. These are the s'abda-gunas. There is repetition in 
‘ehi ehi and contradiction in saying ‘Son’ first and following it with ‘I bow 
down at your lotus feet’; since it does not fit in with the verbs in ‘kiss you on 
the forehead’, ‘bear you on my heart’ and ‘I bow down’, the phrase ‘full moon’ 
which goes with the verb ‘seeing’, is unnecessaiy here. These are the do$agunas. 
All these gunas mingle in this expression. Repetition etc. are not faults in 
hearts suffused with feeling. 

A sankara of artha-gunas and dofargunas is as follows: 

Cursed woman! What is the use of tending this mango tree at the door¬ 
step with care? This wretch is a poison tree. With the slightest sign of blos¬ 
soming on this, the affliction of love fever will be dreadful. (456) 
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Here, as the feeling shines forth there is kdnti; as the meaning is ex¬ 
pressed clearly there is prasada\ as the idea is carried to completion, there is 
praudhi These are the arthagunas. The words ‘cursed one’ and ‘this wretch is a 
poison tree’ are inauspicious and so gramya. In ‘why should it be grown’ and 
‘affliction of love fever’ the ideas of ‘the purposelessness of the action’ and 
‘the parted lover witnessing (the blossoming of the tree)’ have to be broughl 
in, and so there is incompleteness of statement, which mars arthavyakti Again, 
in ‘showing the change of unfolding’, the word ‘unfolding’, which is proper 
for the (lower, is used for the tree. As this results in failure in expressing, 
there is the fault asamartha. All these dosagunas merge with each other in this 
expression. 

As Lhere is the hint of rasa, and virudddhalaksana li.e., conveying the 
opposite meaning secondarily - e.g. ‘cursed woman’ conveys concern] etc. are 
being used, the inauspiciousness is remedied by the light, mocking vein taken 
by the utterance; as per the model ‘enter sweetmeat door, eat’, the common 
substitution (‘at the door’ for ‘near the house’) is valid; the identification of 
the container with the contained (the tree with the flower), follows usages like 
‘the cave speaks’, ‘the cradles (liLcouches) scream’. So there is no damage 
done. 


(2) The Sankara of Alank&ras 

Now for alankara-sankara. Although the sankara of alankar as of the types 
- explicit, implicit and both, and their varieties, tilatandulaka etc., exhibiting 
relations of principal and subordinate, and equal status (between the alankaras 
in a mixture), has already been explained (IV,karika.88...), since those sankaras 
are not of the same sort as the guna-sankara (seen here), now the alankdra- 
sankaras in the manner of these ( sajatlya etc. sankara) are enumerated here. 
Alankar a-sankara is sixfold - s'abdalahkdra-, arthdlaiikara-> ubhay alankar a-, 
s'abdarthdlafikara-, sabdobhay alankar a- and arthobhay alankarar sankara. 

Sabdalankara-sankara is as follows: 

Trembling with fear, loving to sport, wandering amidst the blossoming 
lotuses, making sounds like the sdrasa birds, moving around in iheir love of 
play, the line of swans flew off into the sky. (T"7) 

In this, four s'abdalankaras - Samskrta-Prdkrta bhdsd-s'lesa, the citra alahkara 
of the gata-pratyagata type, yamakam involving the repetition of quarter and 
varna-anuprasa - are found mixed. 
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Arthalankara-sankara is as follows: 

This is a village in the woods, whose habitation can be inferred from 
the long coos of the red-crested birds in the hen-houses, where the darkness 
is spreading, dense with the smoke rising from the stacks of burning hay, 
mingling with the dark shapes of the bears prancing about at the end of the 
evening, (458) 

Here, the four arthalankaras - anumanam in ‘by the coos of the red-crested 
birds \ jnapaka-hetu in ‘where darkness spreads’, karaka-hetu in ‘dense with the 
smoke arising from the hay stacks’ and in ‘mingling with the dark shapes of 
the bears prancing about at the end of the evening’, and jdti describing the 
change occurring in the appearance of objects, combine with each other. 

Ubhaydlankara-sankara is as follows: (. Prakrta ) 

Not only did the campaka flowers reach the likeness of the lamp-flame; 
the role of the soot was played by the bees circling above them. (459) 

Here, the upamd comparing the campaka with the lamp’s flame for shape 
and brilliance; sdmyam in the verbs indicating the burning in the heart of the 
woman in separation; melitam in the swarm of bees added like the layer of 
soot; samuccaya in the campaka flower and the lamp as well as the bees and 
the soot, being related (in the same way) by similarity etc. - these four 
ubhaydlankar as are found combined. 

The sabdarthalankararsankara is as follows: 

In this Jyestha month, the fierce heat of the sun mercilessly beating in all 
directions, scorching the creepers, venting its anger on the deer all day, mak¬ 
ing the trees wilt, diminishing the joy of the bees, attacking the freely blos¬ 
soming buds, drying up the streams, making the dust on the ground burn, 
and generating fire even in the water - O traveller! How do you stay alive, 
walking? (460) 

Here the sabdalahkaras - Avantikd riti, padamudra, vibhaktimudra and 
anuprasa and the arthalankaras - jdti, karaka-hetu, jnapaka-hetu and citra-hetu 
combine with each other. 

The sankara of sabdalankara and ubhayalanhdra is as follows: 
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One by one the stars in the sky have disappeared; following them the 
moon, waning in lustre, is reaching the peak of the setting mountain; suf¬ 
fused with the red glow of the rising sun, the eastern horizon too, red as 
mahjiyfhd juice, is awakening. (461) 

Here, in samunmilati there is vibhakti-mudra; in ‘ stokastokam, astam gatam, 
gacchati etc. there is anuprasa. These s'abdalahkaras and the ubhayalahkaras 
hetupama, samadhi, anukrama{krama ) and samuccayokti combine with each other 
in this expression. 

The sahkara of arthalahkara and ubhayalankara is as follows: 

The sky is covered by a blanket of clouds, dark like the throat of the 
kalavihka bird. The frog family is as if joyfully taking turns in recitation, with 
loud croaks. With the showers the scorched earth is exuding the sweet smell 
of watering. The sun, though out of sight, can be guessed from the smiling 
lotus ponds. (462) 

Here the arthalankaras jati, anumanam, kdraka-hetu and jnapaka-hetu, and 
the ubhayalahkaras rupakopama, hetupama and utpreksopama combine with each 
other. 


(3) The Sankara of Gum and Alahkara 

By this the sahkara of guna and alankdra is also explained. Even though 
alahkara finds place only in expressions possessing guna, in some expres¬ 
sions alankdra is prominent and in others guna; so the sahkara of guna and 
alahkara varies, with one of them being principal and the other subordinate, 
in the mixture. So this sahkara is of six typ cs-sabdaguna-, arthaguna -, do$aguna-, 
sabdalahkdra-, arthalahkara- and ubhayalankara-pradhana. 

The one in which the sabdaguna is prominent is as follows: 

‘Having already found Fortune </n>, why should he again trouble him¬ 
self to churn me? I do not imagine him in this enterprising state of mind to 
return to his ancient slumber either. Having the kings of all the lands follow 
him, why is he again building a bridge?’ At your very approach, the ocean 
appears to be shuddering with such conjectures. (463) 
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In this expression of hetutpreksa, by placing the image of Vifnu on the 
words ‘ tvayi etc., in superimposition, (the sabdaguna) samadhi is seen to be 
prominent. The question arises - Since the reference is clear (even without 
mentioning Visnu), why is this not the arthaguna prasada (which is defined as 
the presence of the object described, even without being explicitly mentioned)? 

Because, in that too, the power of word has to be stretched, if he is 
taken to be indicated. 

But among the forms of the pronouns yusmat, etat, idam etc. used, i.e., 
tvayi, esa and asya, none means Visnu. How can that meaning be superim¬ 
posed in the subject described? 

The answer is - being pronouns they can indicate any object. But even 
though pronouns can convey any object, their reference is to a particular 
object construed from the context. And that reference ( Vi$nu) is easily grasped 
here, from the description, ‘having found sri etc. 

That in which arthaguna is prominent is as follows: 

Victory to the dust of your feet lotuses, which is akin to the powder 
casting a spell over Lak$mi\ which, touching the foreheads of the kings bow¬ 
ing (atyour feet), wipes away the cruel words of destiny written on them. (4(>4) 


Here, although the two alankaras , hetu and sdmyam, are handled, it is the 
arthaguna of‘clarity of meaning’ ( prasada ) that is prominent. 

The one in which the do$aguria is prominent is as follows: 

That mountain with which, pushing away the ocean’s water, and expos¬ 
ing the home of the serpents, ambrosia was churned out by gods and de¬ 
mons, and which bore marks from the turns of the serpents’ lord ( Vdsuki - 
used as the churning rope) around it, that Mandara mountain appears to be 
painting the sky. (4(55) 
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In ‘marked by the turns of the serpents’ lord’ there is jhapaka-hetu, In ‘as 
if painting the sky’ there is utpreksdvayava, As the permanent rivaliy between 
them is not to be expressed [in this context], in dsvasuraih we have the plural 
form [instead of the singular number, neuter gender form, prescribed for 
compounds indicating permanent rivaliyl. In ‘amrtam ambunidhih mamanthi , 
the second case ending used for the word amrta, is sanctioned by the inclu¬ 
sion of ‘mathi (to churn)’, also, among some verbs taking two objects [ex¬ 
empted from taking the main object in the nominative case, while being 
used in the passive voice.] These two dosagunas are more prominent than the 
two alankaras in the expression. 

But even here the meaning is not prominent [the dosagunas do not 
enhance the meaning?!, because its matter is taken away by the jhapaka-hetu, 
which too is an arthalankdrou When guna and alankara are of a comparable 
status, it is the alankara which is given prominence, not the guna. Only with 
the gunas remaining in the background, do the alankaras generally operate. 

It is like this: 

That which is untouched by even a little blemish and combines all the gunas and is 
beautiful like the tone of the vipahci (vina) is called the Vaidarbhl riti. 

Connoisseurs of styles know that riti as Gaudiya which is fill of compounded and 
grand words; and which is full of force and splendour. 

That which adopts a loose texture, resembling an old tale <purana>, sweet and 
soft, the poets recognise as Pahcali (riti). 

Aiming at sweetness as well as clarity, intelligent poets do not use too many com¬ 
pounded words. 

In the Latiya andAvanti styles, and sometimes in Magadhi too, aiming to express 
force, some poets use many compounds. 

Experts accept that poetry which has simple words, force, well-knit composition, 
lucidity, good import and no yamakam. 

[So, when the alankaras are prominent, that means the gunas have been pushed to 
the background.] 
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Let there not be the prominence of [gwrcas related to] meaning when 
there is comparability with alankarcu But how can there not be the promi¬ 
nence of a sabdaguna such as udattata which is ‘the possession of commend¬ 
able adjectives’? And dosagunas are prominent because they are [deliberately] 
employed to enhance the expression. 

For example: 

The Vamana fame of Batis foe ( Visnu) who strode the sky (and tricked 
him) exists even today. The envious world is always looking for vulnerable 
spots (to attack.) (4(1(3) 

Here the dosa turned into guna is more striking than a guna. 

That in which the s'abda-alahkara is prominent is as follows: 

May the water of the divine river ( Gangd ) - which once meandered 
through the brown mat of Siva's <harasya> hair, adorned by the heap of buds 
formed by crores of moonbeams, and is now roaring in loud music through 
the rocks and thickets of the snowy mountain {Himdlaya)-c leanse you. (4(37) 

Here, more than the gunas - prasada in the clarity of meaning, udattata, in 
the highlighting of magnificence, samata in the balanced employment of soft, 
hard and medium syllables, aurjityam in the tight composition - the 
sabdalankara, anuprdsa, is prominent 

That in which the arthalankara is prominent is as follows: 

Having taken draughts of cool drinks to remove the great fatigue of 
amour, stopping with their toes their cotton clothes whose knots have slipped 
with the repeated movements of their hips, the young ones, embracing each 
other, sleep through the long night in deep happiness. (4(38) 

Here, more than the gunas - [the sabdagunas ] udarata in the many- syllabled 
composition, udattata in the elegant description, [the arthagunas] audaryam in 
the highlighting of prosperity, and kantiin the glow of feeling - the arthalankara , 
jatu is prominent 

That in which the ubhayalankara is prominent is as follows: 

He has retrieved (lost) territories, torn asunder the foe’s chest, devoured 
the kingdom of the powerful ruler in quick succession. What this young 
prince has done here in this one birth, the ancient purusa ( Visnu) did in three. 

(4(30) 

(In three incarnations, Visnu retrieved the earth, tore asunder 
Hiranyakasipus chest, and with quick steps, conquered the kingdom of Bali\ 
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In this, there is praudhim the ripe maturity of expression; udarata in the 
many-syllabled composition; udattatvamm the loftiness of the import; prasada 
in the clarity of meaning. More than these gunas , the ubhayalankara of vise^okti, 
reinforced by slesa , is prominent 

(4) The Sankara of Rasas 

Rasa-sankara too is like alankdra-sankara. The mingling of bhdvas, rasas, 
dbhdsas and pras'ama in the modes, sesamum-rice etc., is of six types. 

The sesamum-rice type of sankara of bhdvas is as follows: 

Like the thunderbolt the deep insult is throbbing in my heart. Having 
shrunk with shame, my heart is as if hiding itself in terrible darkness. The 
sorrow of the great bird’s {Jatayifs ) death which I cannot do anything about, 
is burning me. The pity for poor Slta is severing my very life. (470) 

Anger, shame, sorrow and pity, of equal intensity, are perceived to be 
mingling, like sesamum and rice, in these words of Rama, uttered in separa¬ 
tion. 


The milk-and-water type is as follows: 

"You are haughty in anger’; You are intolerant’; You think you know 
everything’- my friends condemn only me in these various ways. With the 
mere softness of the courteous behaviour he puts on, the Virtues’ of that 
rascal always win. (47 1) 

Here the anger at the friends and the envy of the lover’s virtues, appear 
to be mixing like water and milk, in this verbal outburst of the piqued woman. 

The reflection-mirror type is as follows: 

O Sitdl This your face which trembled with pride in your husband, and 
beamed with smiles at the utter destruction wrought by his roving allies (the 
monkey army etc.) then, Ravana is now going to cover with the tears from 
your eyes, rolling up in fear, as he pulls your hair violently. (472) 

Here, in the semblance of anger the semblance of love is merging like 
the reflection in the mirror. 
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The man-lion type is as follows: 

Cursed woman! What is the use of growing this mango tree at the 
doorstep? This wretch is a poison tree. With the slightest sign of blossoming 
on it, the affliction of love fever will be dreadful. (473) 

Here the pity for the friend and the censure of the mango tree combine 
in the way in which the actions of the man-half and the lion-half combine in 
the narasimha form. In an attitude of complete sympathy, in bringing in fate 
with the phrase ‘ daivahatika , by the suffix i kari, only its (fate’s) binding her to 
grow the mango tree is fondly indicated -‘You must have indeed been cursed 
by fate, since you are growing a mango poison-tree at your doorstep.’ In the 
complete condemnation of the mango tree seen in the words ‘poison tree’, 
only its causing the affliction of unbearable love fever in women at the time 
of its flowering, is blamed, as suggested by the suffix ‘ kari [in the word 
sahakaraka ]. [The girl is not ‘accursed’ in the usual sense of the word. And the 
mango tree is not seriously meant to be a poison tree.J 

It has been said: 

When an object which is condemned for some fault or totally condemned, is men¬ 
tioned by its name, in the addition of the ‘ka’ suffix, some significance is perceived. 

At first sight, if the word is not split [and examined], the censure is not perceived. 
[At times] even in censure (the object) is being praised, and even in praise it is being 
censured. 

That is as in: 

In this world only the beast assuming the form of man stays alive, who 
does not fall into the love-snare of the doe-eyed, as does the deer (into the 
hunter’s). (474) 

The dust-and-water type is as follows: 

Do not hold up your pride thinking, ‘On my cheeks gleam these flow¬ 
ers drawn by my lover with his own hands.’ Dear friend! Cannot another too 
sport such (drawings) if her trembling did not become her enemy, hindering 
(the task)? (475) 

This description of her own conjugal felicity attains the inseparable 
mingling of pride and jealousy like the fusion of dust and water in a clod of 
mud. 
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The picture-colour type is as follows: 

My hostility has subsided. A feeling of utter fulfilment is pervading me. 
That arrogance is going away. Humility makes me bend. All of a sudden, at 
the sight of this person, I am somehow not my own. Is it that the holiest of 
the holy, the greatest of the great, is here now? (476) 

Here the moods of hostility, arrogance and independence are being 
overlaid by happiness, quietude and submission, just as the white etc. on the 
canvas are coated by blue etc.. In the similes springing up in Lava's words, 
arising from the great wonder and peace inspired by the sight of Rama, these 
emotions mingle like colours in a painting. 

(5) The Sankara of Rasa and Guna 

Now for the mixture of rasa and guna. But - Like the avoidance of doya, 
the possession o [guna has to be necessarily achieved. And, like the inclusion 
ol alankdra, the inseparable presence of rasa should be surely maintained. 
Sometimes alankdra can be given up, but rasa and guna cannot be kept or left 
at will in poetiy. Here it is said - ‘Like picture and colour, man and lion, or 
dust and water, or, following the relation between part and whole or indi¬ 
vidual and class, when guna and rasa are achieved at one stroke, without a 
separate effort, in an expression, this is not an instance of sahkard. 

It is as follows: 

There is sweetness in rasa-filled expression. Rasa is present in the content as well. 
The learned are delighted by this as bees are by nectar. 

It is true that all the alahkdras drench the import of poetry with rasa. Yet it is 
agrdmyata (refinement) which bears the greater part of this burden. 

Srhgdra is the sweet rasa that gives the greatest pleasure. Abiding in poetry full of 
that rasa, madhuryam (sweetness) stays firm. 

In the srhgdra called vipralambha and in the karuna rasa, sweetness is heightened, 
reaching a melting quality. So they draw the heart more (than the other rasas). 

The rasas, raudra etc., seem to glow, pervading poetry. In the expression and 
import which serve to present them, ojas (force) is firmly established. 
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The ability of poetry to present all the rasas lies in prasada (simplicity), which 
serves all [situations]. 

As they serve rasa in this manner, the sahkara (mingling) of gunas (with 
rasas) is an unfamiliar concept Similarly rasas serve gunas [and here too the 
concept of mixture is absent] Strong self-esteem is aurjityam The speech 
arising straight from feeling has bhdvikatvam. The absence of sharpness even 
in anger etc. is madhuryam. The loftiness of intention is udattatvam. The ex¬ 
treme desirability of the purport is prey ah. And kdnti is the glow of feeling. 

But where guna and rasa are achieved by separate effort and are kept 
comparable in their importance, like sesamum and rice, milk and water, or 
reflection and mirror, in (poetic) expressions, sahkara does occur. It is sixfold- 
gana-prominent, rasa-prominent, both-important both-unimportant guna- 
profuse and rasa-profuse. 

Of those the one which is ^ana-prominent is as follows: 

Meanwhile, her limbs trembling in her speed, her beautiful girdle tied 
firmly around her hips slipping, the queen left the couch, holding the line of 
anger, and went away to the inner quarters with her maids. (477) 

Here the artha-s'abda-gunas , arthaprakatyam (prasada or lucidity of sense), 
and audaryam (many-syllabled composition) are prominent, and not the 
emotions of love and anger. So this sahkara is gunetpradhana. 

The one which is rasa-prominent is as follows: 

In this place, the trembling hand of the liquid eyed Parvati <Tsvara>, 
wearing the auspicious herb, was playfully held by Siva <Pinakabhyb with his 
hand, from which the serpent serving as his marriage thread had been let 
slip. (478) 

Here the gunas - elegant description or udattata, the many-syllabled com¬ 
position or udarata, the lucidity of sense or prasada, and the glow of feeling or 
kdnti -are exceeded by the moods of trepidation, playfulness, love and union. 
Hence this sahkara is rasa-pradhana. 

That in which both are prominent is as follows: 

O impulsive admirer! Why do you want to scatter these lotus seeds in 
the pond? Ignorant one! This is the age of Kali and this world is not grateful. 
Having found its roots this lotus will steal the beauty of your face. (479) 
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Here, the peculiar turn of expression or ukti, and deftness in arrange¬ 
ment or slesa which are sabdagunas {sic}, and the beauty and playful charm 
which are the rasa components of the description, have been given equal 
place. Hence this sahkara is ubhaya-pradhana. 

That in which neither is prominent is as follows: 

The fire of the dry cow dung is pleasant <svaduh> like the anger of the 
newly-wed bride; the cold wind is harsh like the embrace of a wicked person; 
the sun’s light is now subdued like the commands of one who has lost his 
wealth; and the moon bears the wan look of the face of a parted wife. (480) 

Here, the qualities ‘pleasant’, ‘harsh’, ‘soft’ and ‘weak’, from one context, 
are superimposed on another, so there is samadhi All the four ideas, viz. 
‘anger of the new bride’ etc., characterised by the qualities of‘pleasant’ etc., 
have clarity or prasada. The attribution of a descriptive phrase to each item, 
beginning with ‘pleasant like the anger of a new bride is the cow-dung fire’, is 
followed to the end. So there is riti The four meanings have been equally 
distributed in the four quarters - so there is sammitatvam. However, since 
these four gunas and the four rasas of love, anger, sorrow and disgust seem to 
be serving the description of the season and the weather, both are unimpor¬ 
tant <ubhaya-apradhdna>. 

The one in which the guna is in excess is as follows: 

Let wealth not have birth; let all desires remain unfulfilled. But do not 
ever beg from a rich man, serve him or bear humiliation from him. (481) 

Here sausabdyam in the intelligent use of noun and verb terminations, 
arthavyakli in the completeness of the statements, prasada in the clarity of 
meaning, and riti in the proper sequence of actions - when wealth is not 
produced desires are not fulfilled; one whose desires are not fulfilled begs; 
when he does not get what he is begging for, he serves rich people; while 
serving them he is humiliated by them - are Lhe four gunas. There is only one 
rasa, that of nirveda. Hence there is excess of guna in this sankara. 

The one in which rasa is in excess is as follows: 

The lotus (growing) without water; in that lotus two blue lotuses; and all 
of them on a golden creeper; and that is delicate and lovely. What a row of 
phenomena! (482) 


1190 




3 ra ^ $dd 4 cnf^T =hH 4 idfdcf)NlfHr^^Hf^^ 3 fI^oi M^: 

^Tq ■^qK^c^cqrrTMWlf ftc^dl d IH#dI ^ MP4 ^ l^fcRrau|ijoiqpT .KTrTr-T^, 
f^^Rlc^RcTT, IWT^l Tti%:, 3T*fy|ch*j 3RTT^:, 3#T^xTT Hl4^ ^^rFTcnM:, 
cflwnd qriP-eiftfti ^pn ^r, wnFg 

K'kViK^Ti^ l 5 cf%r« , ^TWIfT: twfo:, p ]^lR' J l: ftldMI^IUq 

•^•WfrJclircfl'lnl ^Rt WTte: II 


(O WtfRflf* 

W^liRRcf-.Rs-^RR oEfngqia: II 

U^Pel ff WcTfKlPui ^ifdPxIci/ 

W^R PH 4 VPPP 'M£|c^: II II 

^rriw^r ^iq<i[sii’Ml ^r^i 

3P^qcdft4e4: ^5d|;K: y^&qcl II ^vy* II 

3W$kPh«^ <7: Rf rf II ^ II 

ef? fg^T - TOJWH:, srefaTOWRai TFM 5 ^qf^^#^T ^RFl: I 

era ^TcT^Rrancfr qraq^q raiwqpjqracra ^r^fer n 

era qrpfrcraT: q«n - 

cfpq '<<HU|^(J •fpftq qn^; I 

M fsr %3T3f -qarwt ^ tad^iruj fuwuupi II (^) 

[eiw <^fqgq4 wrqseraqftefr -g^q^i 
TWT5fq mRr 1^4 q^q|F 1WUT: II] 

3ratqqTf?ro^T Tqqeft ^Vidfq ?feq^5ffiMiftnidH$flMcHy^ 

qe^l'HlHiqi 4fWq'4t i rai qT^l^el: Meil^el II 


fqqdefrqqi qqT - 




WT: 


1191 


In ‘This lotus without water; the two blue lotuses in it; and all are on 
the golden creeper’ the superimposition of characteristics from some things 
somewhere else is samddhi ; in ‘delicate and lovely - what a row of portents is 
this !’ the dosas, aslilata and amangalata, become gunas. There is udattatvam in 
the inclusion of good descriptive phrases; udarata in the many-syllabled com¬ 
position; rid in the unbroken continuity of description; prasada in the clarity 
of meaning; saukumdryam in the absence of harshness; preyas in the excessive 
pleasingness; kanti in the glow of feeling. These ten gunas and the twenty 
rasas-rati, utkarsa [?], harsa, dhrti, utkantha, dvega, vismaya, mati, vitarka, cintd, 
capalata, hasa, utsaha, stambha, gadgada, unmada, vridd, avahittha , bhaya and sankd, 
are seen in these words spoken by a lover who is intent on pleasing his 
beloved. Thus there is the excess of rasa. 

(6) The Sankara of Rasa and Alankdra 

The mixture of rasa and alankdra too is explained by this. 

173. Poetry (lit matter) full of rasa, and sometimes embellished with 
alankdras, is created by great poets in a single effort, 

174. That alankdra excels which is composed without extra effort, un¬ 
der the inspiration of rasa. 

175. The composition of alankdras in the absence of the intention to 
express rasa, bhdva etc., does not appeal to poets. 

There, the mixture of rasa and alankdra is twofold: r&M-prominent and 
alahkdra-pYomment. Of these, the expression from the person experiencing 
the feeling is rasa-pradhana. In that the alankdra- adorned expression serves as 
the verbal emotional response. 

(a) Rasa-pradhdna Rasa-alankdra-sankara 

There the sankara of upamd in rati is as follows: 

In her charming, lovely face, even the anger at the failing of the lover 
steals the heart, like the stain of musk in the deer-marked (moon). (483) 

Here, in this verbal response of the delighted Hari overshadowing the 
upamd, Satyabhabhamas charming anger at seeing him gift the pdrijdta flower 
to Rukmini, is prominent 

Viparita-upama in rati is as follows: 
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The blue lotus comparable in brightness to your eyes has drooped into 
the water; the moon which imitates the lustre of your face is veiled by the 
clouds; and those royal swans whose gait follows your walk have also gone. 
Even my pleasure in your likenesses is unbearable for the Creator. (484) 

Here, in these words of the parted Rama, expressing his own state of 
mind, full of despondency bom of frustration, as the means of consoling 
himself have disappeared, for one who has been pleasing himself by looking 
at likenesses of his dear one’s limbs, the upama seems weakened in power 
and so unimportant, 

Paryaya in rati is as follows: ( Prakrta ) 

‘Is the hip heavier or the bosom?’ - she whose parts were weighed thus 
on his palms by the Creator, bears the beauty of the grooves left by 11 is 
fingers in the three lines (on her waist). (48.3) 

Here, although the paryaya alankara is seen to be more prominent than 
the feelings such as wonder resulting from love, and the alankdras samsaya, 
hetUy utpreksa, upama etc., it loses its importance in the rati in this emotional 
response of a character,. 

Samadhi in rati is as follows: 

After crossing her beautiful thighs with difficulty, and wandering long 
over the hip region, halting at the waves of the three lines on her waist, and 
slowly surmounting the peaks of her breasts, my gaze, as if thirsty, is now 
eagerly resting on her eyes, which are glistening with moisture. (488) 

Here, the attribution of the characteristics of living creatures to his 
eyes, i.e. samadhi, becomes subordinate (to emotion) in this speech of Vatsardja, 
describing his viewing of Sagarika [in the painting). 

(The sankara of) artha-slesa in rati is as follows: 

The patterns drawn on your cheeks have been rubbed off by the pres¬ 
sure from your palms; the juice of your lips, sweet as nectar, has been drunk 
by your sighs; the tears that clasp your neck again and again make your 
bosom heave. O implacable one! Anger has become your beloved, not I. 

(487) 
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Here, although the expression concludes on aksepa alankara, through 
(the double interpretation of the words) ‘beloved’ etc., it is the expressed slesa 
which is more prominent and that becomes part of the verbal response of 
the lover. 

(The sankara of) parydyokti in rati is as follows: 

‘O angry one! The pearls (from the elephant) are borne by your neck, 
the elevation of his temples byyour bosom, the graceful tapering of his trunk 
bv your thighs, and his gait by your feet. All this (has been received) from 
your elephant-killer (lion mount). But what is this obstinacy, like his hard 
hide?’ May the lady’s ( Parvatis ) smile at these mocking words of Siva<tripurari> 
protect you. (488) 

Here, in this verbal response of the god, consisting of ingenious flattery, 
the description of the Goddess in paryayokti (alankara) is lost 

(b) Alahkarorpradhaw Rasa-alankara-sankara 

When the description is by one who is not involved (in the emotion), 
the expression is alankara-pradhana. The type of sankara of rasa, bhdva etc., 
depends on the natural expression ( svabhavokti) or clever turn of phrase 
(vakrokti ) of the speaker. There, on the svabhavokti side there is jati {alankara). 

That (jati ) of a positive nature is as follows: 

With her anger slowly departing and her joy growing slowly, her face 
has attained brightness, reflecting the charm of both feelings. (489) 

Here, the mixed reactions such as frowning glances and clearing of 
face, arising from the departure of anger and the arrival of joy in Satyabhama , 
are indicated by the poet as they occur, in a positive manner, by the remark, 
‘resting on both feelings’. 

Jati itself as negative description is as follows: 

By fortitude her anger weakens, and when her anger is shaken, action 
of great courage (begins); when lifted up, her heart leaps; it does not stand 
firm in any state. (490) 

Here, although hetu (alankara ) has been brought in, since, with its state¬ 
ment of behaviour, it only helps, in a secondary role, the negation (‘it is not 
firm in any state’) describing the working of the heart, this is again jati 
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The same, both positive and negative, is as follows: 

Seeing the slenderness of Haris arms which are playfully lifting up the 
mountain, Radha's hands which begin to assist in the task, as she supports 
her arm on his shoulder and keeps her feet on his, futilely waving in the sky, 
failing to reach Govardhana, permanently win (the heart). (491) 

Here, Radhas feelings for the beloved Hari, as they occur - feelings of 
wonder, love, apprehension and enthusiasm, mixing with each other, and 
accompanied by the fleeting mental states of fright, excitement, recollection, 
decision and reasoning, perceptible in the physical reaction of dying to help, 
supporting herself and planting her feet firmly and waving her hands, are 
described negatively in Tailing to touch Govardhana and positively in ‘win¬ 
ning’. 

On the side of vakrokti we have upama etc. 

Of those upama is as follows: ( Prakrta ) 

With fear and greed the thieves are resting their eyes again and again 
on the rising bosom of the woman, which is like a safely guarded pot of 
wealth. (492) 

Here, more than the natural description of the mixture of fear and 
greed in the thieves, the upama in the second half of the verse seems to be 
prominent. 

Upama itself dealing with rasdbhdsa-sankara is as follows: 

With one eye which is red with growing anger (she) looks at the setting 
sun, and with the other which is unsteady with tears, at her dear one. As the 
day ends, apprehensive at parting from her mate, the cakravdka hen, like a 
capable dancer, displays two mingled emotions. (493) 

Since it is elaborated in the words of the expression, the upama is clearly 
seen to be prominent 

Upamd-sahokti dealing with rasa and prasama is as follows: 

On seeing him, it shut a little like her lids. When he stood near her, it 
bent down like her face. On being touched, it came out like the thrill in her 
limbs. When he spoke, it loosened like her waist knot And as the lover fell at 
the fair one’s feet, her anger left the scene like (her) bashfulness. (494) 
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Here, in the woman who is full of the wrath kindled by the report of a 
friend, the sight of the dear one, the alambana-vibhava, causes a surge of love 
and joy. The uddipana-vibhava, i.e., his approaching her etc., the thrill etc. the 
vyabhicdri-bhavas aroused, the anubhavas of closing the eyes, lowering the face, 
the spontaneous loosening of the waist knot etc. build up this sthayi-bhava to 
delightfulness. And from the same causes, as strong contraiy feelings have 
arisen, the anger and shyness of the heroine recede every moment But tran¬ 
scending the prasama (subsiding) and sankara (merging) of these feelings, the 
upama-sahokti [combination) shines forth (in this expression). 

Through alahkdra-sahkaras involving slesa, sometimes poets conceive of 
the rasdbhasa-sankara, which may not be present [but is brought in by double 
entendre]. 

That with rupaka-slesa is as follows: 

Struck in the heart by the unbearable arrow of Rama, who was verily a 
Manmatha (or by the arrow of unbearable love for Rama), and smeared with 
the sandal of scented blood (or smeared with the fragrant red sandal), the 
demoness left for the abode of Death (or the dwelling of her lord). (495) 

Here, by the agency of rupakam employing slesa, the blbhatsa rasa 
appears to mingle with the srngdra rasa which is absent. 

The same by means of arthdntaranyasa combined with slesa is as follows: 
(Prakrta) 

[Meaning depicting vlra rasa:] 

Lady! The stab of the sword making one bite one’s lips makes the eye¬ 
lids close (in rapture). What swoons (of joy) will not the rich earth who gifts 
gallant warriors yield, when clasped to the heart. (496) 

I Vipralambha srngdra sense:] 

Lady! Even the sword-stabs of lip-bites close one’s lids. What intoxica¬ 
tion will not that beautiful breasted one with the loveliness of the lily-petal 
create, clasped to the heart? (496) 

Here the vlra rasa mingles with the non-existent vipralambha-srngdra, 
merely on the strength of slesa. 

Slesopama is as follows: 
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Let the fire of Siva's shaft burn down our sins; a shaft that conducted 
itself in the manner of a lover who has given offence afresh to his beloved. 
Though shaken off by the wives of Tripuraw ith fearful eye-lilies, it would cling 
fast to their hands; though forcibly pushed out, it would hold on to the ends 
of their skirts; though violently thrust aside by the hair (of its feather), it 
would fall at their feet and yet remain unnoticed because of their agitation; 
and though pushed back, it would hug them verily. (497) 

Here the karuna rasa mingles with the non-existent vipralambha-s'rngara 
through the operation of sle$opama. 

With slesa-vyatireka it is as follows: 

Awakening your enemies even from sleep, parting their thighs with her 
feet, pressing their chests with her breast, striking suddenly on their sides 
with her nails and biting their lips with her teeth, is this the beautiful woman 
desiring love, who is enjoying them again and again in the forest? No no. 
This is the tigress with the terrible face. (498) 

Here, by the force of slesa, the srngara rasa, falsey perceived, but removed 
by the hibhatsa rasa which is the actual rasa, creates the impression of match¬ 
ing all the features of that ( hibhatsa ). 

By slesa-rupakam it is as follows: 

Wearing the entrails of the dead as auspicious wrist-bands, and the 
blood-red hand-lotuses of the dead women on their ears, and the garlands 
of heart-lotuses (of the dead) around their necks, and smearing their fore¬ 
heads with the kunkuma of blood, the happy ghouls are drinking, in the com¬ 
pany of their husbands, the wine of the sap exuding from the bone marrow 
of the dead, in cups contrived with their skulls. (499) 

Here the bibhatsa rasa is mingling with the srngdrdbhasa, cleverly brought 
in by the capacity of the expression. 

By samadhi-rupakam it is as follows: 

The crescent moon on your head; the sun and the moon in each ear; 
the great stars in the pupils of your eyes; the firmament on your bosom; the 
lightning for your girdle; the evening as bright robes - O Kalft This your 
adornment at the ending of the aeon, triumphs. (500) 
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Here bhaydnaka rasa mingles with the srngardbhdsa which is brought in 
by the samadhi, rupakam etc. with which the beauty of (Kalis) adornment is 
visualized (in the breathtaking features of the ending of the aeon], and be¬ 
comes part of the preyas rasa to the listener. 

In this way the many types of samsrsti resulting from the sahkara of guna 
and alankara should be considered. There too, the types of mixing - as prin¬ 
cipal-subordinate or as equal partners, discernible, indiscernible or both, as 
sesamum-rice, milk-water, reflection-mirror etc., should be comprehended. 

Should they be illustrated? No, they need not be illustrated. How can 
they be understood without being illustrated ? As they are contained in the 
mixtures already spoken of. It is like this - In the illustration (of the mixture 
of) arthalahkdra ancl ubhayalankdra (ex.46'2), the two s'abdalahkdras, namely, 
vibhakti-mudra in ‘‘kham vasti and ‘carcam pdrayati and the pada-mudra in 
‘kalavihkakanthamalinam kadambinikambalard , are also seen to be mingled. Simi¬ 
larly other mixtures (of guna and alankara ) should be observed. 

(7) Alankara-samsnti 

1 76. The relation of limb and body and that of equal status are the two 
modes observed in alankara-samsrsti 

The arrangement as limb-body is as follows: 

Innocent maiden! The lotuses are challenging the beauty (supremacy) 
of your face. What indeed is difficult for them who are possessed of petals 
(/treasury) and stem (/army)? (501) 

Here, in ‘O innocent one! These lotuses are challenging the beauty of 
your face’, there is upamd. What is difficult for those who are completely 
equipped with ^ojvzand danda?'- in this there is arthdntaranyasa with s'le$a aid¬ 
ing it. The lotuses fully equipped with kosa and danda are very capable; there 
is nothing that is not possible for them, as kosa and danda are the means to 
victory. In this, the s'lesa supporting this sense of ‘means’ < sadhana> and the 
upamd describing the object to be established <sadhya\ are seen to be the 
limbs of the arthdntaranyasa. 

The equal status of all the alahkaras is as follows: 

The darkness is as if besmearing the limbs. The sky is as if raining 
collyrium. The eyes have become useless like the service done to a worthless 


man. 
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It is said, ‘Equality leads to non-relation.’ How can the relation of all 
the elements on the basis of equal status take place? This is how. When the 
alahkdras utprekya, upama etc., are intended for the description of vibhava, 
anubhdva, vyabhicari etc., and thus become limbs of the rasa, they all become 
equal. Since the two utpreksds, ‘the darkness as if smears itself on the limbs’ 
and ‘the sky as if rains collyrium’, and the upama, ‘like the service to a worth¬ 
less man sight has reached a uselessness’, equally bring out the density of the 
darkness, which is here the uddlpana-vibhava, they reach the position of limbs 
[in the rasa and so, equal status in the combination], and so the definition is 
not violated. 

Why should not all the three be termed upama, since the word Hvd used 
in them is found in other expressions of upama ? Not so. The word Hvd indi¬ 
cates the similarity of the upamana and upameya which are given in so many 
words. There are no upamana and upameya in ‘the darkness smears’ etc., to 
show the similarity between which the word Hvd may be used. And by a verb 
(such as ‘smears’ and ‘rains’ in the example], a comparison is not possible, 
since it serves to express something which is being accomplished, [i.e., a 
process, rather than something which is already there] and so does not have 
the sense of a substantive. As has been said: 

Comparison on the basis of similarity can be done only with an already estab¬ 
lished thing. Since the object/purport of a tin-ending (verb) has yet to be established, it 
does not have the purport of an upama. 

Again, it is not that the word Hvd is used in upama alone. For example - 
katham iva etad bhavisyati (How indeed can this happen?). 

Even if we accept that there is the relation of upamana and upameya 
between limpati and tamos, the common quality is not perceived, which is 
essential for the upamana-upameya relationship. If it is asserted, ‘Why should 
we have another word? The word lepanam itself will serve’, why then should 
Himpati be there? Lepanam cannot exist independent of Himpi. 

But here both are present - the verb is Himpati (smears) and its mean¬ 
ing is Hepanami (the act of smearing). But that is not possible. If that were so, 
it should be Himpatih ivd and not Himpati ivd. 

Just as in Hdhoh s'iraK (Rdhiis head), although there is no distinction 
(between the two), there is the relatio n of part and whole, here too the dharma- 
dharmt bhdva (‘quality-possessor of quality’ relation) is there. 
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Not so, because the upamana-upamey a concept depends on the percep¬ 
tion of difference (between the object and its quality) as well as similarity 
(between one object and another). How can the person who accepts it when 
that perception is not there, be not mad? It is said- 

‘Even a mad man will not say that the same thing is both the dharma and the 
dharmi. ‘ 

Or, if we take the agent expressed by the action dimpatib to be the 
upamana, it becomes subordinated in the verb. How can it be contained in 
the verb part [of the expression]? 

Please hear. Six things are conveyed by the tihanta (verb) - action <kriyd>, 
time/tense <kala>, atmanepada and parasmaipada reasons <upagraha>, instrument 
<sddhanam> , number <sahkhyd>, and person <puru$a>. Of these the kriya, kala 
and upagraha are expressed by the verb base <prakrti> . And the sadhanam, 
sarikhyd and purusa are expressed by the termination <pratyaya>. 

Of these the kriya is the most important, as it conveys the action. Since 
the kala and upagraha < atmanepada-nimitta> say something about the kriya, and 
the sahkhyd and purusa about the sadhanam, they get absorbed in these two 
(kriya and sadhanam aspects of the verb), respectively. Again, since ' prakfti and 
pratyaya reveal their meaning simultaneously, by the rule, ‘even though prin¬ 
cipal, that which is over, is for what is to come’, on the completion of the 
action of the kriya, when something else takes over <pardrtha>, the sadhanam 
loses importance along with the kriya So how can this kartd, engaged in the 
completion of its own kriya, have other relations in the role of an upamana or 
upamey a ? 

In that case, the meaning understood will be, ‘the darkness is com¬ 
pared with the agent assumed by the verb [but not mentioned, i.e., a painter], 
which smears the limbs. 

That is not so. The agent assumed by the verb, which serves as the 
upamana, is not perceived through the significatoiy power of the word here. A 
word becomes the sign for comprehending a particular meaning only by 
functioning in three different ways (vrttis> - primary mode < mukhyd> , second¬ 
ary mode < gaunb, and indicatory mode dak$and>, assisted by purpose, context 
etc.. 
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For example - the word l gauh\ in the primary mode, conveys the sense 
of‘the dewlapped one’. If this same word, including the various features (of 
the cow) like ‘standing and urinating' (without seeking a secluded spot), is 
used to convey the sense of vahika (the dull person), it takes on the secondary 
mode. 

When (a word), either by the primary or the secondary mode of signifi¬ 
cation, cannot give the sense which can complete the given verb, it indicates 
another meaning which is not unrelated to its direct meaning, through the 
laksana vrtti For example - gaiigdydm ghosah prativasati (the herdsmen’s clan 
lives on Ganga), In this example, the word Gahgd signifies the particular river, 
in the established literal mode, but in this mode alone it is not able to con¬ 
vey the location <adhikaranabhdvam> for the verb prativasati which has ghosa as 
its agent So it‘indicates’ (through laksana ) its bank which is not independent 
of its direct meaning. Here no other vrtti beyond these is operating. 

Similarly, as limpati is a verb, the mukhyd vrtti cannot function (to make 
it the upamdna). And since verb and agent do not share any similarity (gram¬ 
matically), tadbhdvapatti (superimposition of the agent on the verb) as in the 
case of silver being ‘seen’ in the shell, is not there, for the qualities of the verb 
cannot exist in the agent 

And as ioa is actually used, it cannot be the gaunt vrtti either (which 
would make limpati a metaphor, not simile). Because the action (besmear¬ 
ing) itself is in the form of the dharma (namely, denseness), the upacara man¬ 
ner of gaunt vrtti can also not be accepted. Upacara is the superimposition of 
the dharmas of one thing on another, as in 4 buddhih pasyati (the intellect sees). 
Since the word iva is used even where there is no similarity, the lakyand mode 
is also not operating. [The ‘ iva' can be construed without appealing to any¬ 
thing other than the literal usage.] If, however, the word ‘iW conveys similar¬ 
ity only, since the verb limpati cannot have similarity with ‘darkness’ which 
names a substantive, it asks for a noun/agent not unconnected with its own 
meaning. 

Here lak$italaksana, viruddhalaksana etc. are also not seen - as in ‘ priye 
jane nastipunaruktam (there is no repetition, i.e., too much of contact or stale¬ 
ness, in the loved one), ‘ svalpairasdvapi na drsyate eva kalaiK (for some time 
now he is not to be seen, i.e. he was seen some time ago) etc.. 


q^cftfTT ctrsp^l 
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The derivation of word meaning by overlooking the rules of word func- 
tion is not approved of by the experts. Even though this too is possible through 
supplementing etc., the common quality would have to be searched for in 
the same way, as it is not given. Nor should it be said that, as in ‘ indumukhd 
(moon-face) etc., even though not stated, the common quality can be per¬ 
ceived. 

177. In ‘ induriva te vaktram' (your face is like the moon) the brightness 
(of both) is perceived, but in 7 impati nothing other than smearing <lepa-> is 
perceived. [When 7 impati ivd is sought to be interpreted as a simile, no 
common quality is implicit]. 

1 78. So this limpati which has the darkness for its agent, has the sense 
of sticking <upaslesanam\ Note that the action of var$anam (showering) is also 
conceived of as fancy <utpreksyate> by the learned. 

179. ‘I consider’, ‘I suspect’, ‘surely 5 , ‘generally, ‘indeed’ - by these words 
utprekya alankara is expressed. The word 7W is also put to the same use. 


(8) Infusion of Excellence and Embellishment in Entire Work 

Like the combination of quality and embellishment in single verses, 
the accomplishment of quality and embellishment together in the entire 
poetic work (is necessary and) is done by avoiding impropriety/awkward¬ 
ness. 


There the avoidance of impropriety is as follows. In Nirdo$adas'aratha , 
Rama is cheated (of the throne) not by his parents but by an illusory Kaikeyi 
and a Dasaratha created by fate. In Mahavlracaritam, Vdli is killed by Rama in 
direct fighting and not as he fights Sugriva. In Venisamhdram, the blood of 
Duhsasana is drunk by a blood-thirsty demon and not by BhimasencL In 
tfakuntalam it is because of Durvdsas curse that Duyyanta forgets having wed¬ 
ded Sakuntala, not because of wavering love. In Chalitardma, Sitd's forsaking is 
accomplished by the two demons in disguise engaged by the demon Lavana, 
and not by Kaikeyi and Manthard, 
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‘Although Vasavadatta was burnt dead, I married Padmavati to avenge 
my enemies and once my aim is fulfilled I will not live a moment without 
Vasavadatta' - resolving thus, Udayana who is not aware that Vasavadatta is in 
the vicinity, steps into the fire, removing the thorn of treacheiy from her 
heart, in Tdpasavatsardja. Out of loyalty to his master, the sivagana Marlcdksa 
resolved to engage himself only in doing his master’s work, left his wife for 
no fault of hers and (when the master died,) declaring, ‘I have lived so long 
only with the purpose of doing my master’s work; now that it is complete I 
will follow the same (purpose)’, he stepped into the illusoiy funeral pyre set 
up for Sudraka in the presence of his wife. Seeing this expression of his love, 
her displeasure at his disloyalty disappeared; and out of grief over parting 
from him, she too stepped into the same fire. This is the stoiy in 
Vikrantasudrakam. This is how fault is got rid of (in poetry). The acquisition of 
excellence is brought about by composing beautifully with the right infusion 
of gunas . 


24. ifora-fostering Features in the Poetic Work Illustrated 

(1) Vrttyangas 

Now we have ‘endowed with the ahgas of the four vrttis' fin kdrikd 127]. 
The four vrttis are Bhdrati, Arabhati, Kaisikl and Sdttvatl 

There - 

That vrtti in which speech is predominant, which is fit for kings, not used by 
women characters, which uses Samskrta, which is used by the actors announcing their 
roles, is named Bhdrati vrtti. 

The vrtti which is full of jumping, leaping, bounding, breaking, magic acts by 
illusion and wonderful battles, is called A rabhati. 

That which is endowed with splendid costumes, women characters, many songs 
and paraphernalia for the enjoyment of desire, is called Kais'iki vrtti. 

That which is endowed with inner power, sacrifice and good conduct, and the 
lightness of joy, and is devoid of the burden of sorrow, is known as Sattvati vrtti. 

(a) Ahgas of Bhdrati Vrtti 

The ahgas of these (vrttis) are sixteen. Of them, prarocand, prastavana, 
vithi and prahasanam are the four ahgas of Bhdrati vrtti 
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There, the speech in praise of the subject to be presented is prarocand. 
For example: 

Victorious is the self-born ( Brahma ) who is the prime cause of the world. 
Victorious is Vi$nu (lit Murds foe) who is the delighter of Indra (lit destroyer 
of strongholds). Victorious is Siva <Hara> whose body is occupied by Parvati 
(lit daughter of the mountain) and who is the remover of sin and fear. (503) 

Prastdvand is the speech indicating the introduction of the plot For 
example in Ratnavali 

When favourably inclined, the Creator makes things happen in a trice, 
bringing the needed thing/person from another island, from the middle of 
the ocean, even from the ends of the directions. (504) 

Vithi is the progress of the ahgas, udghdtyaka etc.. (They are-) udghdtyaka, 
kathodghata, prayogatisaya, pravartaka and avalagitam 

There udghdtyaka is as follows: 

Who conquers? Sana (Siva) conquers. By whom has victory been at¬ 
tained? By him who burnt Anahga (. Madam ), who is the enemy of the Tripura 
demon and whose matted locks are marked by the young moon. (505) 

Kathodghata is as follows: 

May Hari, bearing the name Rama, protect you - who, bound by the 
prayer of Indra (lit. lord of the gods), supported by Brahma (lit. Lotus-born), 
himself descended in the Ikyvaku dynasty which is clear as the autumn moon, 
and killed that demon of Paulastya lineage, who had the whole earth under 
his feet and who hated the followers of Vedas, path. (500) 

Prayogatisaya is as follows: 

May Haris lifting up the Earth, as he rescues her, assuming the form of 
the Boar, reflected in the thousand gem-mirrors on the hoods of the Se$a 
serpent, protect you. (507) 

Pravartaka is as follows: 

This clear bright autumn, displaying the smile of the full, spodess moon, 
and laden with bandhujlva flowers, has arrived, having driven away the dread¬ 
ful rainy season of dense gloom, just as Rama arrived, after killing the ten¬ 
faced ( Ravana ), to protect his kinsmen, (508) 
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Avalagitam is as follows: 

Please sing something about this veiy autumn because, in this season- 

The swans with beautiful wings and sweet voices, decorating the direc¬ 
tions (as they fly), with their activities wild with joy, land on the surface of the 
earth, under the influence of the season. 

[These sons of Dhrtard$tra who have good supporters, speak pleasant 
words, fulfill their ambition, indulge in dreadful acts due to arrogance, fall 
down on the (battle) ground through the power of fate.] (50!)) 

Prahasanam consists of words of ridicule for ascetics who go against 
their code of conduct. For example: 

The sramancu dallying with the wife of his disciple, does not bite the lip 
offered, saying, ‘Wine-eyed one! In our doctrine meat-eating is forbidden.’ 

(5 10) 


(b) Angas of Arabhafi Vftti 

Sahksiptikd, avapata, vastutthapanam, samphota- these four are the limbs 
of Arabhafi 

Of these, sahksiptikd is the presenting of an object by means of tricks, 
stage props etc.. For example: 

Flaving lured Rama and Laksmana away with (the help of) the demon 
disguising himself as a deer, he {. Rdvana ) carried away Sitd, obstructed for a 
moment by the efforts of Jatayu (lit. the lord of the birds). (5 l i) 

Avapata is the entrance or exit in actions like fleeing due to fear etc.. For 
example: 

Giving up the deer form and adopting his own horrible appearance, at 
war (with Rama), that demon ( Marica ) is leading Laksmana into doubt. (5 1 2) 

Vastutthapanam is the coming together of all the moods and emotions 
with or without fleeing. For example: 

Fortunately having got back my beloved who was like the moon caught 
in Rdhus mouth, by snatching her away from the strikes of this brigand’s 
sword, my heart is trembling with fear, melting with pity, turning with won¬ 
der, inflamed by anger and blossoming with joy. Imagine its state! (513) 
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Samsphota consists of inflicting severe blows, with various weapons in 
battles, and in hand to hand fights. For example: 

That beast who pulled Draupadl (lit the daughter of the Panc&la king) by 
her hair, who snatched her robe in the presence of elders and kings, the 
blood wine of whose heart I had vowed to drink - (that very Duhs&sand) has 
fallen into the cage of my arms. Let the Kauravas rescue him. (514) 

(c) Aiigas of Kaisikl Vrtti 

Narma, narmasphija, narmasphota , narmagarbha- these are the four limbs 
of Kaisikl 

Of those, narma is observing the presence oflove or besotted behaviour 
in teasing words. 

For example: 

[Lavahgika to Madayantika] Just as we took his name ( Makaranda ), what 
is this? You have stopped the story in the middle. And how has this inno¬ 
cent, guileless maiden of noble birth (yourself) suddenly attained the round 
form of the budding kadamba (with the hair on end all over your body)! (5 1 5) 

Narmasphija consists of actions such as speech by the main person in 
sambhoga, on the first occasion of union. For example: 

That dear daughter (tfarmiftha) of Vrjaparvan has come to the new hall 
of union. A shower of nectar without clouds, she is drenching my body. What 
do you know? She will delight my (love)-tormented mind today. She will not 
turn it like a hurricane towards Devaydni (516) 

Narmasphota is the sudden obstruction in the union of the two whose 
love has already been acknowledged. For example: 

O princess of the Vidarbha country! I permit you, observe from here the 
enemies holding weapons which can be wrested away even by children. By 
such war tactics do they desire (to win) you who are in my hands. (517) 

Narmagarbha is the concealment of one’s form from being recognised 
(disguise), for a purpose. For example: 

Then, into the penance forest came a lad of ripe speech, with matted 
locks, clothed in a deer skin, holding a palasa staff, burning as it were with the 
glow of true enlightenment, like the first dsrama (student’s celibacy) in bodily 
form. (518) 
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(d) Angas of Sattvatl Vftti 

Utthapaka, parivartaka, samlapaka, sanghdtyaka - these are the four limbs 
of Sdttvatl 

Of those, utthd,paka is the gradual building up of intent. For example: 

Strike at my body. I like being attacked first If I strike first, the sword 
scattering innumerable sparks will at once sever your strong throat. After that 
what can your headless body do? (519) 

Parivartaka consists of giving up the present intent and serving another 
one. For example: 

Armed with the virtue (or string) of their beauty, the ascetic whom they 
(the heavenly damsels) approached, to entice into bondage - he himself caused 
love in them. Surely the path of purpose is difficult to comprehend. (520) 

Samlapaka is the mutual slinging of offences in the assembly with a 
variety of expressions. For example: 

[Asvatthdmd to Kama-] For whatever reason, either from sorrow or from 
fear, my father ( Drona ) did not stop the hand of Drupadds son (from killing 
him), today this left foot of mine is being placed on your head, you who are 
swelling with the pride in the strength of your arms. Bear it (52 1) 

Sanghdtyaka is the breaking up of the army for some work, consultation, 
as a gesture, or by fate. For example: 

The attendants of Siva fled from battle, not seeing him, as it were. In 
times of crisis, overpowered by alarm, the mind does become confused. (522) 

(2) Features of Prabandha 

By the term ‘ catura (in the definition) is meant the capability of the 
hero who is well-versed in sdstra and in worldy matters, in the spheres of 
dharma, artha, kdma and moksa, l Uddttd reveals the high level of the hero’s 
aims, wealth, lineage, youth etc.. Who will not feel kinship with that poetiy 
which is endowed with the four kinds of fruit?’- this emphasises the great 
appeal which poetiy has to listeners, as it guides with positive advice and 
negative dissuasion, viz., ‘Act like Rama, not like Rdvana.' 
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By ‘mukham pratimukhani etc. the body of the poetic work consisting of 
five parts <ahga> is referred to. And their parts, in turn, viz. upakjepa, parikara 
etc. - all sixty-four of them are contained within mukham etc.. For which rea¬ 
son, even a single expression containing all the five sandhis which, in turn 
contain the sixty-four parts, is given the name prabandha. 

That is as in: 

‘On the dear one being somehow brought back [by her friend]’- this is 
mukham; ‘[and being questioned, on hisj faltering in giving an answer’- this is 
pratimukham; ‘the wasting one made some excuse and did not listen to what 
he said’- this is garbha ; ‘hearing the clarification from the angry friend, she 
averted her eyes’- this is vimarsa; ‘and sighed for long in the empty house’- 
this is nirvahana-sandhi 

It follows that, taking up the theme of an ancient prabandha, even if one 
sentence is uttered, that earns the name of prabandha. 

For example: 

O Goddess ( Gahga)l Performing penances, unmindful of the torments 
of his own body, it was with the touch of your waters that Bhagiratha, after 
long, redeemed his great grandfathers, who had deligendy searched for the 
horse of Sagara's sacrifice, had dug the earth, and had been burnt in anger by 
the fire generated by Kapila. (523) 

‘Not very long, nor very short’ - By this phrase those who are afraid of 
the story becoming too long, and those who are appprehensive of the ruin¬ 
ing of rasa in the stoiy - their minds are won. By die recommendations ‘ap¬ 
pealing metre’ and ‘a chapter should be completed in a verse using a differ¬ 
ent metre’, the tired listeners are given hope. As a garland is (adorned) by 
varied arrangement (of flowers), each chapter is made distinct/beautiful (by 
changing the metre at the end). 

By the phrase ‘city, garden etc.’ is meant the description of the details 
of place, time and characters, which establish the alambana - and uddipana- 
vibhdvas. The words ‘gardens, water sports etc.’ cite samples of the activities 
of beloved women during the day, and ‘the drinking of wine, love festivals’ 
allude to their activities in the evening. 
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In ‘ viprqlambha , all the four separations, prathamanuraga etc., are in¬ 
cluded. By taking ‘vivahati as a sample, the instruction is that all the following 
should be presented in the work- prathamanuraga concluding in marriage, 
mdna ending in love, pravasa ending in union, karuna ending in revival. 

By indicating the various features of masculine endeavour, ‘mantradutd 
(consultations, sending of emissaries etc.) and by using the word 'adi\ to 
indicate the avoidance of all defects, the elevation of the hero is emphasised. 
‘The absence of descriptions of cities etc. does not constitute a fault’ - the 
purpart of such remarks is that those descriptions which are close to the 
purusartha of the theme and aid it, i.e., (the descriptions of) mountains, sea¬ 
sons, gardens, rising of the moon, drinking of wine, love festivals etc., and 
consultations, sending of emissaries, strategy, war etc. and the rise etc. of the 
hero, must be necessarily included; and topics other than these only serve to 
embellish the external form of the poetic work. 

‘At first endowing the hero with all the virtues and then showing the 
vanquishing of the enemy by him’ - the purport of this is that the hero should 
be possessed of virtues and should not be a hater of virtues. ‘Lineage, valour, 
learning etc.’ - this emphasises that only the noble birth, determination, pride, 
courage etc. of the enemy should be described and not the reasons for the 
conflict like unjust behaviour, insulting etc.. ‘This pleases us’ - by this the 
writer conveys his opinion that this method is superior. 

Bensdictoiy verses 

This is what (poetiy which contains) all (that there is to be known about) 
love is, endowed with all the complexities which I have explained. Visualising 
in their minds all its manifold varieties, closing their eyes in the pleasure 
arising from that experience, may the good men in the assembly attain satis¬ 
faction. 

As long as Ganga (lit the heaven-flowing) resides on Siva's (lit The mat- 
ted-locked) head which bears the moon’s crescent, as long as Lakjmi resides 
on the Kaustuhha-e mbedded chest of Vpnu (lit. enemy of Mura), as long as the 
flower bow o { Madana (lit. mind-born), capable of conquering the three worlds 
exists, so long may this work exist as the lotus-ornament for the ears of the 
discerning. 


Thus ends Chapter Five ‘An Examination of Rasd 
in the Treatise on Poetics named Sarasvatikanth&bharana by King Bhoja. 

This treatise is complete. 




Chapter Five - Variant Readings 


K.7 - 1. KM srrifcSTSjf 

K.8 - 1. APB, KM TfTf^rit'. The sense ‘favouring / pleasing all’ seems to 

be more suitable than ‘the most charming of them all’, although 
Dr. Raghavan also takes the latter reading. (Bhojds Srngara Prakasa, 
p.408.) 

K.9- 1. APB 3T#^fxT:. 

2. KM 

K.19- 1. APB3^T:. 

K.23- 1. APB fH 

K.25- 1. APB 3^q ; S 

K.32 - 1. KM 

K.34- 1. KM 

K.36 - 1. APB, BHU in the place of ‘ cTPsf. But the latter, referring to rasa, 
keeps the thread of description unbroken, whereas ‘cUf is 
superfluous, besides leaving rasa unalluded to. 

K.37- 1. APB SPTtT:. 

K.44 - 1. KM fsb4Ul u ll:. 

K.47- 1. APB WTOT^TRTt:, 

K.57 - 1. APB, KM The BHU reading is correct as seen later in the 

niruktis in this chapter. 

K.63 - 1. KM Tr^T 

K.66- 1. APBm. 

K. 68 -1. APB 

2. KM, APB -3RTc^R%. 
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K.69 - 1. APB, BHU, KM Shhh:. Since the intention seems to be to define 
mana as that which recognises or measures prema, the emendation 
PH: has been suggested. 

K.7 1. BHU ‘SRrf^cT for 

K.72 - 1. KM f^Wg T. 

K.7 4 - 1. APB, BHU -4U<*)idf The reading taken seems to be the correct form 
of the word. 

K.80- l.KMf%T 

K.83 - 1. KM -c ic c ik 1 This reading makes good sense, but as the 

other two editions have almost the same reading, we have retained 
that BHU reads for^J:. But the latter seems to make a better 
subject for the sentence and there is a similar usage of in 
karika 63. 

KBS - 1. APB TRW. 

K89 - I. BHU, KM The reading is syntactically difficult to 

connect. Obviously Bhoja is referring to the vipralambhas counted 
from purvamraga onwards, 

2. APB ^TfcT: would go only with So has been taken, 

in the sense of ‘explaining has been done’. 

K.97 - l.BHU-STsrt 

K.108 - 1, APB TTlfvff:. 

2, KM 

K. 1 10 - 1. APB, BHU dfUleH 

K.1 1 4 - 1. KM 

K, 117- 1. BHU APB -h4s;^. 

K.1 25 -1. APB, BHU for The examples (ex.448-450) 

and the comments on them support the reading taken. 
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I<. 1 27 - 1. APB 

I<. 129 - 1. BHU ^-T for That reading matches Dandiris definition 

from which Bhoja has borrowed. But the comparison of the sargas 
ending in a different metre, with a garland of flowers made more 
beautiful with another kind of flower strung at intervals, made in 
the prose passage elaborating this karikd near the end of the 
chapter, influenced our selection. Besides, sandhi has been 
elaborated in karikd 128. (See prose after ex.523.) 

IC.131 -KM^: 

K.132 - 

K. 137 - 1. APB, BHU But both Dandin and the prose passage 

elaborating this karikd near the end of the chapter support the 
reading taken. 

Ex. 1 - 1. APB TfoprM. 

Ex.3 introduction - l. APB 

Ex.4 introduction - 1. APB before "W. 

2. APB, KM 

Comment - 1. APB 

Ex.5 - 1. KM for 

Ex.6 introduction - 1.APBT1: ^'i^csPn:. 

Ex. 7 - 1. KM 

Comment - 1. KM £[1cl not there. 

Ex.8 comment - 1. KM 

Ex.9 comment - 1. KM facii for 31^. 


Ex. 10 comment - l. APB 

2. KM 3?cf#qcf. 
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Ex. 11 & chaya - 1. BHU, APB P 
2. BHU ^ ■$$. 

Ex. 1 4 chaya - 1. KM 

Ex. 16 - 1. KM f^rfM 

2. APB, BHU The reading taken is more effective and avoids 

repetition. 

K.139- l.APB '^shUl. 

2. KM toKt. 


Ex. 17 comment - 1. APB oMfspIdPl. 


Ex.22 comment - 1. APB 

2. APB, BHU ft?! 5 for 3PJ^cfcT ^ l’ The reading 

and punctuation chosen make Bhojds point dear. 

Ex.23 - 1. KM ‘cpjprnf for 

2. APB, BHU for ST^TT, 

3. KM ^ for i°KtRcl $J. The readings selected are supported by 

the edition consulted of Krmakarndmrtam. (11,64.) 

Ex.25 & chaya - 1 . BHU for 

2. BHU RdnTRa'JiKrFil^id.. for ^<4ii<n j i4d,. The latter seems 
to be more effective and is supported by Gathasaptasatl 

Ex. 2 7 - 1. KM 


K145- l.APB,BHU 



to be kept separate. 


Ex.3Q - 1. BHU, KM seems to be more correct, qualifying 

the tears, and is supported by the edition consulted of 
Abhijridnasakuntalam. 


Comment - 1. KM 13§4 h: 

2. KM J&fc. 


Ex.32 comment - 1. KM probably because the lapse of memory 

is crucial to the development of the theme in Sakuntalam 
from where the verse has been taken. 
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Ex.33 - 1. KM The edition consulted of Sakuntalam reads FM'4Fll, 

and has for f^Trt. 

Comment - 1. KM TMrrtI. 

Ex.34 -1. APB BHU °6^fvi ^R. The reading taken is supported by 

the edition consulted of tfakuntalam. 

Comment - 1. KM 

2. BHU -3FPT 

K.150ab - 1. APB 

Ex.41 introduction - 1. APB, BHU urtj The KM reading seems to be more 

suitable. 

2. KM 

Ex.43 comment - 1. KM 

Ex.44 - 1. KM 
2. APB 

Ex.45 comment - 1. KM 
Ex.46 - 1. BHU cfrwfq. 

Ex.50 - 1. KM 

Ex.55 comment - 1. APB 

Ex.57, introduction - 1. KM ^FR. 

2. APB "4FWPT 

3. APB, KM WRFf. The reading selected seems to be 
more appropriate. 

Comment - 1. APB has but not 

Ex.58 comment - 1. APB ifdy^ui. 

Ex.60 comment - 1. KM 3T3FTRt. 
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Ex.61 comment - 1. KM fWMcf. 


Ex.(5 2 & chaya - 1. KM 
2. KM 


K.166- 1. APB g R n fafr) . 


Ex.66 comment- 1. APB, BHU *j<siicHfa:. The KM reading seems to be more 

correct 

Ex.70 comment - 1. APB, BHU for Since the following word is in 

plural number this seems to be legitimate even after 

Ex.72 comment - 1. APB KM y u lldd. 

Ex.73 - 1. BHU for 

Ex.74 - 1. APB, KM 3%. 

2. APB ^FfTfp. 

3. KM ctfepi 4c^<lPd PTT. 

Comment - 1. KM for 

2. KM PfrF- not there. 

3. KM not there. 


Verse after - 1. APB ct^: for cF^:. 

Ex.76 comment - 1. KM ^MkhPci. 

2. BHU not there. 

Ex.77 comment - 1. KM rf not there. 

Ex.85 - 1. KM -SF^T: for ^f:. 

2. KM FTPf^T. 

3. KM 


Ex.90 comment - 1. KM '*T^T ^T. 

2. KM cT^T 
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Ex.97 - 1. APB, BHU for But the latter is more suitable as 

the music on the flutes is being drunk, 

Ex.99 - 1. KM This reading, although supported by 

Malatimadhavam, is not as suitable as the reading taken, as the point 
made is prlti in rupa. 

2. APB, BHU -Hidi*il<*>*>- for -Hlsl’il<*>??. 

Ex, 100 - 1. KM 

2. APB, BHU 4IWt. 

Ex. 101, prose after - 1. APB for RFFRf-. 

2. APB, BHU read ^ for 

3. APB, BHU for TfWcftftl. 

The readings chosen are more effective as the allusion is to a verse 
already cited (ex.67). 

Ex. 105, prose before - 1. APB PlPKdY 

2. KM PFPfcT: forf^faT:. 

Ex. 105 introduction - 1. APB cTfvTcT^^HTRT#. 

Ex. 106 & chdya - 1. BHU supft fpTRcrlft-. 

2. BHU 

3. BHU EFJSt ^JUReviPu. 

4. KM TmFRfcT. 

5. BHU 

Ex. 107 & chdya- l.KMf%?T. 

2. KM 

3. KM Htfcvf3TT^. 

4. KM foPRPf. 

5. KM faffrftPH . 

6. KM 'YlRdMI:. 


Ex. 109 - 1. APB *foi*ricK 

2. APB 3^331. 


Ex. 1 1 1 - l.KMm 

2. BHU, KM fM 

K.167 - 

Ex. 1 1 4 - APB ^144 H for •41^4. 

Ex. 1 18 - 1. APB, BHU Pfa for 
Ex. 1 1 9 - 1. APB P^TcPPREf. 

Ex. 120, prose before - 1, APB, BHU 3P1PT4But the reading taken is supported 

by the usage for the illustration. 

Ex. 1 23 introduction - APB PcEP- not there. 

Ex. 125 comment - 1. KM 

2. KM«^. 

3. APB, BHU read i^cl But the reading chosen seems to 
yield a better construction. 

4. KM SIT^cm*. 

Ex. 1 3 1 - APB, BHU cR*:. 


Ex. 134 - 1.APBTOF1. 

Ex.l35 - l.APB PeRRTPlf^. 

2. APB 

Ex. 138 introduction, chayd - 1. KM PuRl P*TT. 

2. KM SEPTET. 

The terms PPfcl:, etc. have been retained, the visarga enabling 

the consideration of each verb as a noun, technically. 


Ex. 139 introduction - 1. KM W. 
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Ex, 140 introduction, chaya - 1. KM tfe 

2. BHU for •RT^ITpT. 

Ex. 142 introduction, chaya - 1. KM 3T^f?T 

2. BHU 

Ex. 143 & chaya - 1. KM 4 Refold 3 

2. KM -'qfesfeai 

3. KM MPWrfalto ( ?) 

4. KM ■Rc^fcefcTf^. 

Ex. 144 introduction, chaya- 1. KM 

2. KM ^ "^fccrqfq. 

Ex. 146 & cAaya - 1. BHU TtfSRfk for 

2. BHU for WETR 

3. BHU $%T&FT#t for 4^T#fciF^. 

Ex. 148 & chaya - 1. KM 

2. KM WKft. 

Ex. 149 & chaya - 1. KM fasR?. 

2. KM 

3. KM kfafd. 

4. KM 

Ex, 150 chaya - L APB, BHU Pw^fk 

Ex.152 - 1. APB, KM^TMt for^RRt. 

Ex,l 53 introduction - 1. APB, KM y4l<il for fsRndt, 

Ex. 154, introduction - 1. APB, KM ^Ic^cbclklebejj. 

2. APB, BHU for TOT^f^T:. The latter is 

more suitable for illustrating P^cHPhPNcI^ 

Ex. 162 & chaya - 1. KM %cTT^fcr3U. 

2. KM 
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Ex. 164 & chaya - 1. APB, KM Pt?. 

2. KM 

Ex. 165 & chaya - 1. KMtr£[ 3 . 

2. KM %?Et fe?^. 

Ex. 167 & chaya - 1. APB, KM t 
2. KM i 

Ex. 169 & chaya, - 1. APB, BHU for 

2. APB, BHU for ¥6l<lfdM. The reading taken is more 

expressive of the hand smarting from striking a blow. 

Ex. 172 chaya - 1. BHU for sh&pF&H 

Ex. 1 73 & chaya - 1. KM W? T? cT ^ fgjfa. 

2. KM cRfJcT. 

Ex. 1 74 - 1. APB, BHU f^WT^RFl. 

Ex. 1 7 5 & chaya - 1. KM £H’-dP) c bH < 

Ex. 1 7 7 & chaya - 1. KM 

2. KM MR^dl. 

Ex. 178 - 1. APB, BHU, KM all read 3PT. The emendation ‘wf has been 
suggested as Malatimadhavam has that reading and the context 
does not support the reading ‘spf. 

2. APB, KM Rife for ^fc«n'WS[. 

3. BHU keeping the words together. 

Ex. 179 comment - 1. APB, KM -^R- not there. 

Ex. 181 comment - 1. APB, BHU for 

Ex. 182 introduction - 1. APB, BHU, KM Obviously is intended. 

So the emendation has been suggested. 

Ex. 1 90 - 1. KM dWdWr 
2. KM 
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Ex. 194 - l.BHU 
Ex.196 - 1. BHU 

Ex. 198 chaya - 1. BHU for itefcl. 

2. bhu i^r fwm. 

Ex.205, chaya - 1. BHU WIZEJMIf for 
2. BHU for 

Ex.208 - 1 .APB, KM read u But Abhijnanasdkuntalam reads which is more 
suitable, 

2. KM 

Ex.209, introduction - 1. APB, KM 

2, APB, BHU ^ for 

Ex.210, chaya - 1. KM #3T. 

2. KM *fM 

3. KM 

Ex.212 chaya - 1. BHU for 

2. KM fwfd for M. 

Ex.216 & chaya - 1. KM -q§^<s-. 

2. KM 

Ex.2 19 chaya, - 1. KM 
Ex.220 chaya - 1. KM 

Ex,22 1 & chaya - 1. APB no 1% after cT W; KM ci cT 
2. KM dd^fci. 

Ex.2 2 4 & chaya - 1. APB, BHU and KM read cTf for $p>. 

2. APB ddi, BHU, KM cPFIT for c^TT. The readings in the CO 
edn. have been adopted. 

3. KM ^tfT: for 

Ex.226 chaya - 1. KM dleiif^eiid. 
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Ex.229 & chaya - 1. KM 

2. KM 

Ex.230 chaya- 1. KM ^ 3 m ^s} <^F <qf^T. 

Ex.236 introduction - 1. BHU, KM But the paristis are being 

illustrated and the meaning of the verse also 
supports the reading taken. 

Ex.244 - 1. APB, BHU for 

Ex.246 & chaya - 1. APB, KM Wirfo. 

2. KM y-HK’MlfH. 

Comment - 1. KM 

Ex.248 & chaya - 1. BHU for hR<41\431FJT. 

2. BHU ^rf^cTRT for 

3. BHU for 

4. BHU fP^HT for fR^Ptr:. 

Ex.249, introduction - 1. APB, KM 

Comment - 1. APB, BHU Obviously this reading is wrong. 

Ex.252 introduction - 1. APB, BHU, KM, CO iRIRR. Since the *vi prefix in 

vipralambha, interpreted earlier as vini^iddha, is being 
illustrated, we have suggested the emendation. 

Comment - 1. APB, BHU WTfafa for wt 

Ex.253 comment - 1. APB has an extra word before g4KfM. 

Ex.254 & chaya - 1. KM, APB "hlPl. 

2. APB KM TRkpifa. 

Ex.256 & chaya - 1. KM ^FTfrcf. 

2. KM 

Comment - 1. KM 

2. APB '<+ ^ i u hi cm Pd h 

3. KM not there. 
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Ex.265 introduction -1. BHU KM *0413=1-, APB 3T3*0WT- The 

reading selected is supported by karika 7 4, and is 
mentioned as a variant reading in KM. 

Ex.266 comment - 1. APB, BHU for 

Ex.267 - 1, KM 

Ex.269 comment - 1. APB, KM 

Ex.270- 1. APB, BHU%Rlfor^ta. 

Ex.272 & chaya - 1. APB 

2. apb ift'm. 

Ex.273 - 1. KM ^rf- for ^E. 

Ex.274 & chaya - 1. APB, BHU W? for WRf. 

2. APB, BHU wffr for TIWRfcT. 

Ex.275 comment - 1. APB -*TtRFl, BHU -^FFPl for 

Ex.277 comment - 1. APB, BHU'fe^l for ^T. 

Ex.280 comment - 1. APB -3E£[pt not there. 

2. APB 

3. KM -3PEvf%T:. 

Ex.281.1. APB, BHU for 

2. APB -'5RT. 

Ex.282 - 1. KM hllfaPd for 

Ex.283, introduction, chaya - 1. APB, BHU and KM Mana has 

been interpreted as premavabodha earlier in 
the niruktis and the phrase avabodhanam 
occurs in the comment on ex.259. And the 
word ‘ avabudhyati in the comment on the 
present example also supports the reading 
taken. 
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2. APB ^Pf^rT. 

3. APB % for ^ 

4. APB ^4pd. 

5. APB 4 

Comment - 1. APB, BHU 3PJ*pEl for 

Ex.284 comment - 1. APB mRi 41^ for fnulrl. 

2. APB -SFRli 

Ex.285 - 1. APB 

Ex.286 - l.APB - c^:. 

2. APB 

3. APB Iwt. 
comment - 1. BHU 

Ex.287 - 1. BHU, KM for 

Comment - 1. APB, BHU ddt'H'Wddd. 

2. KM no 15f^ra : . 

Ex.288 comment - l.APB, BHU 

2. KM -fdddlUHl:. 

3. KM ^tW*P?ftfcT. 

Ex.289 comment - 1. APB I ^ not there. 

2. KM fFET- for y^dffMd-. 

Ex.290 introduction - APB, BHU, KM The emendation 

Sf^T^cr has been suggested, as this is the 
interpretation of karuna which continues in this 
karunanantara sambhogcu 

Prose after ex.294 - l.APB PpJUitaPH. 

2. APB, BHU wf for wf dl 

From the prose following, ‘SrTFf is seen to be 
unnecessary. 

3. KM 'disfacf. 
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4. APB 



5. APB, BHU f or 

6. KM has extra ^ here. 


7. APB 



8. KM 4 

9. APB -afpcffa#! H^IRi 

10. KM%S*f: Rts^ftfrT. 

1 1. APB 

12. APB RH#8T^7lf^fR:. 

13. KMfW#R«nfo4 

14. APB, BHU have an extra word 3Tf4 hPh fUj^Ir) before 
atfaftfopsz^:. 

15. APB 3Tq?Tt^ for 3^^ 

16. APB, BHU one P^fcl not there. 

1 7. APB 


Ex.299 chaya - 1. BHU ifCdimfd for qf<qwqfcl. 

Ex.306 introduction - 1. KM M^icr'^tci. 

Ex.307 introduction - 1. APB KM ^1 for ^vl. 

Ex.316 introduction - 1. APB 

Ex.317 - l. apbKM ptemwtfut 

Ex,324 introduction - 1. APB 4fenf^fP: 

Ex.329 chaya - 1. BHU, KM read whd: for shW'-ci and have dual forms. The 
reading taken is fromjeevananda Vidyasagara Bhattachaiya, 
cited in the CO edn. 

Ex.355- 1. BHU, APB -fcloitFpM: forBut the latter is more suitable 
for the notes of music emerging from the holes pierced in the 
trees. 


Ex.3 5 7 - 1. BHU, APB 
2. BHU, APB 
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Ex.360 - 1. APB 

Ex.361 introduction - 1. KM 3FT4v?fTfcT:. 

Ex.363 - l.BHU, KM for -tjWcTtK 

Ex,365 - 1. BHU, KM ?Rrg^r?TT: for 'i^is^il:. The reading adopted is more 
suitable for the purport of the verse. 

Ex.367 - 1. BHU, APB -P^PPPFTcf for -tr=F7RETdf^Trr. The latter is more suitable 
and supported by Amarusatakam. 

Ex.377 introduction - 1. APB 

Ex.378 introduction - 1. APB 3iH<r1i4^5HHHL 

Ex.379 chaya- 1. KMP# not there. 

Ex.387 introduction - 1. BHU, KM 1 W u ihmi. 

Ex.396 chaya- 1. BHU, KM for The latter is obviously intended, 

and is supported by Gathasaptasati 

Ex.398 chaya - 1. KM - x RpW j TT dtJfhd <=^Ri5hi^i^ 

Ex.405 - 1. APB, KM %spf*T. 

Ex.418- l.APB^rf^lM:. 

2. APB cM cTO 

Ex.425 - 1. KM, APB 3TI1|:. 

Ex.427 - 1. APB, BHUBFpft'R:. 

Ex.433 - 1. BHU, APB -4Fffo: for -"dftsrfcT:. But the latter is more suitable and 
is supported by Amarusatakam. 

Ex.434 & chaya - 1. APB, BHU for 

2. BHU for 

Ex.439 - l.APB 

Ex.443 & chaya - 1. BHU, APB H #5 for ^TT t$. 

2. BHU T T ^1% for ^ '4’^fcl But the latter is more suitable 
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and is supported by Gathasaptasatl 
Ex.450, first cited verse, after - 1. BHU 

Ex.451, prose before - 1. APB TRTK- for WFK 

2. APB 34d)dRf u IIH, for 

3. APB -31^2- not there. 

4. APB 3ids:4)R- not there. 

5. KM snfsFKFT for 

6. KM "ti'O'HisiHS 

7. APB not there. 

Ex.451 comment - 1. APB 
Ex.452 comment - 1. APB 

Ex.454 introduction - 1. APB, BHU 3W «d'iiid1<4H!, KM 3}qfeRi#qRT. 

Obviously the vijdtiya varieties are intended here and 
so the emendation. 


Comment - 1. APB, BHU 
variant rea 


APB, BHU f^PJuRihl. KM But BHU gives the 

variant reading f^twppfTh, which has been taken, as that is 
nearer the definition of udattatavam as sldghyavisejanayoga in 
Chapter I. 


Ex.455 comment - 1. APB qid-yRdRi:. 
Ex.45 8 - 1. KM -^TRUR. 

Comment - 1. KM -^RIM-i. 

Ex.460 - 1. KM 5b<£fi 
Comment - l.APBf*W: 

Ex.461 comment - l.APB T fcT not there. 
Ex.462 - l.APB dld^fa:. 

Ex.463 comment - 1. APB 
Ex.464 - 1. APB fdRfd. 
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Ex.465 comment - 1. APB 

Verses cited - 1. APB, BHU for 

2. KM R*EEfor W. 

Prose following - 1. APB 

2. APB, BHU ?K- not there. But as the reference is to a 
sabdaguna , the KM reading has been kept. 

3. APB, BHU, KM The emendation -M*FT- has 

been suggested, as the reference is to elegant epithets. 

4 . KM deeiWTcR The reading taken presents the purport 
with greater emphasis. 

Ex.467 - 1. APB, BHU fR for RK. But the same verse cited in Chapter I of this 
work and in Kavyamimarma has the reading taken. 

2. APB KM ~^ie=bk for eis^bk. The reading taken is nearer the 
reading in the same verse cited in Chapter I. 

Ex.468 - fKM^p-, 

2. KM PFTTpPfU 

3, APB, BHU eiiUMd: for 4 yiHd:. But the reading taken is more suitable 
and is supported by Kavyamimamsa, 

Ex.469 - 1. APB 

2. KM sbWl^dl ^<4felc1l. 

Comment - 1. APB, BHU, KM ciidtiMRliie: for ^HumST-IIP:. But KM mentions 
this as a variant reading and this is the definition of praudki 
in Chapter I. 

Ex.4 7 0 - 1. APB TTRT for clBr4. 

2. APB PPWfa. 

Comment- l.APB 

Ex.472 - 1. APB, KM for RRT. 

2. APB, BHU for The readings taken convey 

the sense better. 
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Ex.473 comment - 1. APB, KM for ^RT. 

2. KM IWfKR. 

Verses cited - 1. KM 


Ex.4 7 4 - 1. APB ^Mcf R 

2. APB ifaPTCTRRt, KM 

Ex.476 comment - 1. APB MeHldlfoRl:, BHU HdaRhileiifctpR: for RR Hi el if; IV:. 

2. APB, KM The readings taken serve the purport 

better. 


Verses cited - 1. BHU RT: probably following Dhvanyatoka. But even in 

the compound the same sense can be conveyed. 

2. BHU ’HR'Phd for following Dhvanyaloka. But the latter 

is not inappropriate, and has been retained, as all the sources 
seem to have incorporated it. 


Prose following - 1, APB Rmctl. 

2. APB rtol for 

4. KM 

Ex.481 comment - l.APB 
Ex.4 8 2 comment - 1. APB Pfcf not there. 


K. 173-175 - 1. BHU presents these as mere verses with the phrase 

Although they are borrowings, Bhoja does not seem to have 
introduced them thus, on the evidence of the other editions. 
And BHU has not enclosed the phrase in brackets, 

2. APB IriririhvL 

3. KM W4P4-. 


Ex.484 comment - l.APB -TfcT5T4^-. 

Ex.485 comment- l.APB, BHU id 14 IV. The reading taken makes better sense. 
Ex. 486 - 1. BHU ^Tcf. 
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2. KM Pw-W^dlH; 

3. KM Weld'd, 

Comment - 1. KM -dVIHiddTfcT-. 

Ex.489 & chdya- 1. KM tester-. 

2. KM 31 

3. KM 'kil c t)'kil c 6'. 

4. KM 

Comment - 1. KM ■WNtiidnu-. 

Ex.490 comment - l.APB '414142414-. 

Ex.491 - 1. APB 3T?R1 -Qc? eT^t. 

Comment - 1. KM ^sira^fefcTt^cT-. 

Ex.49 4 - 1. APB #5R3?£TT. 

2. APB, KM -dsMct. But the same verse cited earlier in this chapter 
has the reading taken in all three editions. 

Comment - 1. BHU, KM for ^ 

2. BHU for 4^# 

3. BHU, APB 44>144 for WTTTrf. The readings taken are more 
plausible, as the point being made is the greater prominence 
of the upama-sahokti than the establishment of the rati sthayin 
and the subsiding of shyness and anger. 

Ex.497 - l.APB SWI'eidH:. 

2. APB, BHU sRjJ for The latter is more appropriate and is the 
reading found in Dhvanydloka, 

Ex.498 - l.APB 
2. APB 

Prose after ex.502. 1. BHU 7 after , ft u Fl. 

2. BHU ‘ I’ after 444* 

K.177-179 - 1. BHU presents these as mere verses within apostrophes, 
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introducing them with fa21Tig:]. But at several places Bhoja 
has presented verses from other authors as karikas, and as 
the other two editions present them thus, we have followed 
them. 

Prose following K.179 - 1. APB, KM The reading taken yields the 

sense intended without making the sentence 
incorrect 

Verses before ex.503 - 1. BHU introduces these with 

2. KM - 8JcT~. 

Ex.507 - 1. APB KM 

Ex.508 - 1. APB eflfrh. 

2. APB WSm . 

Ex.510 introduction - 1. APB BHU 

Ex.511 introduction - 1. APB, KM The reading taken seems to be 

more apt, as the usual word for delusion is PPiT or 
'S'SMKd. Now the two words can be taken separately. 

Ex.520- 1. APB, BHU, KM for The latter fits in better, 

and is supported by Kiratarjuniyam, and by the commentary cited 
from Jeevananda Vidyasagara Bhattacharya in the CO edn.. 

Ex.52 1 - 1. APB, KM The reading taken makes better sense. 

Prose after ex.523 - 1. BHU R^cl^Vllfc-, APB for P^raRUTTUi- 

The reading taken is supported by the relevant karikd 
(134), as well as by Dandin and Bhamahcu 

2. KM -f^FFT- for 


Last verse - 1. APB, KM -w«il«hcii. The reading taken seems to be moresuitable. 


Chapter Five - Notes 


Bhoja has described good poetiy as ‘infused with rasd <rasanvitam> in Chapter 
I. (SKA,I,2.) Now he elaborates this notion exhaustively. This exposition of 
Rasa and all the elements that contribute to the delightful depiction of emotion 
in poetry, follows a slightly different pattern from the method he has pursued 
in expounding the concepts of guna-do$a and alahkdra in the earlier chapters. 
He partly defines all the twentyfour topics that are relevant to what he calls 
rasokti even as he enumerates them, and then proceeds to demonstrate and 
illustrate them in 523 examples, interspersed with a few supplementary 
definitions. 

Kdrika 1. Bhoja identifies rasa with ahhimdna and ahankara, and names srngdra 
as the chief rasa in poetry. The derivation of these terms by the commentator, 
BhaManrsimha, provides insight into the manner in which poetiy delights. 
‘ Abhimdna' distinguishes the peculiar nature of delight in poetry- all emotions 
(happiness as well as sorrow) are transformed into ‘enjoyable experience’ 
iduhkhamapi sukhatvena abhimanyate>. ‘Ahankard refers to the ‘identification’ 
accomplished by poetry. The tanmayibhdva or the feeling of oneness with the 
character in the poem, is the base on which delight rests. ‘ Srhgard raises the 
reader / connoisseur to the peaks of ecstasy <yena srhgam ucchrayo rlyaU>. 
[Bhoja ’s Srhgdra Prakasa, Raghavan, p. 412.) 

From his elaboration of the different types of rah'and its non-conjugal 
variety, priti, one can gather what Bhoja means by abhimdna. By abhimaniki rati 
and priti, he means the love that has become firmer and more delightful with 
a sense of belonging or ‘ownness’. (See ex.84,96.) By ahankara he seems to 
mean a developed sense of self, especially evident in a situation calling forth 
heroic action. (See prose after ex.450, introducing the topic, ‘Commingling 
of Various Embellishments’.) Dr. Raghavan explains the ideas of ahankara, 
abhimdna and srngdra, as they are developed in Srhgdraprakdsa. [Bhoja’s Srngdra 
Prakasa, pp.399-401.) 

Kdrika 2.Jivdnanda Vidyasagara explains that in the connoisseur, by merit the 
soul is refined in successive births, and rasa is born, and it is this aesthetic 
sensitivity which gives rise to g6od qualities. He affirms the civilizing effect of 
art on the human mind. [Saraswatikanthabharanam..., Hindi Introduction, 
translation... by Dr. Kameshwar Nath Mishra, Vol.II, p. 336.) 
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Karika 3. This is apparently an ancient verse. It is quoted in Dhvanyaloka also. 
(DA, p.250.) Dr. Raghavan interprets this verse thus - ‘By virtue of this sense 
of ahankdra-srngara-rasa in the poet, the whole world is rendered beautiful by 
him. Its absence makes everything stale.’ ( Bhoja’s tfrngdra Prakds'a, p.399.) 

Karikds 4-6. Here rasa is taken in the sense of delightful, refined expression. 
Kdrikds 5 and 6 are verses from Dandin, and have already been quoted in 
Chapter I under the dosas to be avoided and the gunas to be achieved in 
poetry. (KAD,I,63-64.) Dandin finds the sweetness of poetry in its delightful 
subject matter and expression, which, more than on any other quality, rests 
on the avoidance of gramyata or vulgarity. He also recognises rasavatta or 
having emotion as the main import, in the verses he uses for illustrating 
rasavat alaiikara. (KAD,I,62; 11,292.) This conception of rasa as delightfulness 
of expression and sense, as well as the relishable depiction of emotion in 
poetry, has been retained by Bhoja. In Chapter I, the gunas of kdnti and bhdvikam, 
and the do$a of grdmyam, have been located in emotion and its acceptable / 
unacceptable expression. 

Karika 7. Here all the features that contribute to the delectability of poetry, 
which make the portrayal of emotion pleasing, have been named. 

Karika 8. Dandin remarks that poetic expression consists of svabhdvokti and 
vakrokti, and by these terms he seems to be referring to simple expression 
and adorned expression. (KAD, 2, 363.) Now Bhoja adds rasokti Here he is 
referring to the delineation of emotion in poetry, by that term. 

Karika 9-12. Under rasokti Bhoja incorporates all the features in the depiction 
of emotion in a poetic work, i.e., the various situations, the characters involved, 
the development of the story, the kind of events to be included etc.. The 
entire chapter is an elaboration of all the details of this rasokti 

As Biswanath Bhattacharya points out, Bhoja brings several categories 
under the 24 ‘modes of effecting’ rasokti and many of these Find such a 
detailed treatment in a work on alahkara for the First land may we add, last] 
time. (SKA BHU edn., Introduction, p. 10) 

The ideas of virodha (conflicting emotions), paripo$a (vibhava etc. fostering 
the emotion), prakarsa (heightening), prasama (fading out of the emotion) and 
dbhdsa (semblance) as well as ahgdhgi-bhdva (subordinate-dominant relation 
of rasas) seem to have been current, as we see in Dhvanyaloka, Dasarupakam 
and $rhgaratilaka. (DA,II,3;III,2 1-22; DR,III,3 1,33;III,74;IV,45;II,20-2 1; 
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ST,III,34-35.) Udbhata mentions abhasa and prasama , and Rudrata and 
Rudrabhatta, in fact, describe abhasa. (KASS,IV,k.7; KARXTV,36; ST,II,31-32.) 

However, Bhoja has done a more detailed analysis of the various aspects 
and stages in the development of emotion in poetry. Many of the terms he 
uses for describing the portrayal of emotion in poetry have overlapping 
connotations. Hrdsa, s'esa and s'ama seem to cover the same ground. Anubhdva, 
anubandha and cestd overlap, as do rasapusti, premapusti and pariposa, 

Kdrika 1 3. Bhoja takes bhdva to be the awakening of a particular feeling (in a 
character) by the relevant situation, and under bhdva, he considers all the 
well known emotions and passing states of joy, tears etc., which can be 
awakened in a character. 

In defining bhdva, Bharata goes into the sense of the word bhdva. He 
explains that it brings into being, the import of poetry couched in speech, 
action and states of being, and that it accomplishes the pervasion of the 
mind by this feeling, similar to the pervasion by a flavour or taste, in common 
experience. 

He then quotes three verses which more practically define bhdva as the 
import, namely the emotion the poet intends to convey, which is presented 
by speech, gesture and facial expression, in the form of a situation causing it 
and the action which ensues. (NS, VII, prose and 1 -3.) Dhananjaya also defines 
bhdva as accomplishing the pervasion <tadbhdvabhdvamm> by happiness, sorrow 
etc.. (DR IV,4.) 

In his definition of bhdva, Bhoja seems to have been inspired by the 
bhdva Dhananjaya describes in Chapter II of Das'arupakam, which deals with 
various characters and their typical features. This bhdva is clubbed with hdva 
and held under the twenty alahkdras (charming mannerisms) of the young 
woman (which find natural manifestation in a state of love). There bhdva is 
defined as the first change in the hitherto unaffected mind <sattvam> . And 
Dhanika illustrates this bhdva with a few examples, of which, one is used by 
Bhoja to illustrate the bhdva assuming the form of rati (SKA,V, ex.l;DR,II,33 
and commentaiy.) 

Kdrikds 14-18 enumerate the sthdyi-, sdttvika- and vyabhicdri-bhavas. 

Karika 19. Bhoja conceives of sthdyibhdvas as latent, but lasting, feeling currents 
in the mind, which can be developed to a relishable state <rasatvam>. 
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Bharata does not formally define sthdyi-bhdva, but speaks of its appeal 
to the heart and its potency to pervade the mind, by comparing it to the fire 
which completely consumes diy wood. He distinguishes the sthayibkdvas from 
the other feelings, by raising and answering the question, ‘Why should the 
sthdyim alone reach the state of delightful ness ?’ He uses the analogy of the 
king and his attendants to bring out the centrality of the sthdyibhdva in Lhe 
rasa scheme. (NS, VII,7-8.) 

Dhanafijaya defines rasa as the sthdyibhdva which is led to a relishable 
state by vibhdva, anubhdva, sattvika- and vyabkicdri-bhdvas. (DR, IV, 1.) He points 
out that the sthdyibhdva persists unbroken by other feelings of a compatible 
or incompatible nature, and draws them into itself. Its prime place in drama 
is compared to the office of the verb in a sentence. (DR,IV,34,37.) 

Kdrika 20. The definition of sdttvika-bhdva carries the conception of sattvam 
by Bharata, as the direct oudet of the mind <manahprabhavam>. He also speaks 
of samdhitamanastvam (mind which is yet to be affected, open to feeling? The 
actor’s putting his mind wholly into the character he is enacting ?) Bharata’s 
concern is with the representation of feeling in ndtya and the extent to which 
this should follow real life. Without taking into account the involuntary 
reactions of tears, trembling etc. seen in real life, ndtya cannot portray emotion. 
(NS, VII, prose after 93;94-100.) 

Bhoja seems to extend the idea of ‘ samdhitamanastvam to the saliva of 
the trio sattva-rajas-tamas here, which does not seem to be very relevant. But 
the purport sems to be the natural condition of the mind which, affected by 
feeling, finds expression directly in tears, horripilation, trembling etc., without 
recourse to articulation in words. 

Dhanafijaya only speaks of the sdttvikabhdvas as arising from the sattvam 
itself. Dhanika explains this, following Bharata, "etadevdsya sattvamyat duhkhitena 
praharsitena vdsruromdncddayo nirvartyanti. (DR,IV,5ab and commentary.) 

Kdrikds 21-22, The definition of vyabhicdri-bhdva follows the etymological 
analysis adopted by Bharata and Dhanafijaya, and also incorporates their 
conception of the role which fleeting mental states or passing feelings play in 
presenting the main emotion in drama, Dhanafijaya compares their rising 
and ebbing in the main emotion, to waves in the water. (NS, VII, prose after 
27; DR, IV,7.) 

Kdrika 23. In the development of rati, almost all the other emotions and 
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feelings have been recognised to participate as passing states, by Bharata and 
others. 

Here we see Bhoja departing from the traditional conception of rasa as 
resting on the eight enduring emotions. He regards the transient feelings of 
garva, sneha , dhrti and mati as capable of sustained development in the uddhata, 
preyan, s'anta and udatta rasas. 

Dandin speaks of the rasavatta of poetiy after illustrating the eight rasas 
in his rasavat alahkara. His preyas, urjasvi and udatta alankaras also amount to 
depiction of feeling. And he does speak of rati j krodha and utsaha reaching 
the state of rasa in s'rngara, raudra and vira-rasa, although no exposition of the 
concept of rasa is attempted. (KADJI, 275-294,300-301.) 

The G.O.S. edition of Ndtyas'dstram presents the discussion of s'anta rasa 
within brackets, as not fully authenticated. Even in this we observe that s'anta 
is conceived of as the absence of any feeling - anger or sorrow, as the original 
state of the mind in which changes occur in the shape of feelings, and to 
which the mind returns after they disappear. (NS,VI, portion before the last 
verse- 83.) 

Bhanahjaya asserts that s'ama (tranquillity) is not developed as a major 
emotion in ndtya. Its growth is inexpressible as it is of the nature of bliss etc.. 
And posing the question, ‘Since nirveda etc. (the list of vyabhicarins begins with 
nirveda ) is asthdyu how can it be relished?’, he adds that its development only 
leads to the destruction of rasa. (DR,IV,35,45,36.) This rules out the 
presentation of s'dnta-rasa in drama or poetiy. 

Udbhata and Rudrabhatta include s'dnta-rasa, and Rudrata includes s'anta 
and preydn in his list of rasas. Rudrata speaks of sneha as the main emotion of 
preyan. Rudrabhatta bases s'anta on s'ama and samyagjhdna (true knowledge); 
Rudrata mentions only the latter. (KASS,IV,k.3-4; ST,1,9-10,111,31; KARAffl, 3; 
XV, 15-19.) 

Kdrikd 24. Bhoja introduces different stages in the development of rasaJanma 
is the inception of the rasa, in the arousal of an involuntary state, a transient 
feeling, a definite reaction etc.. 

Kdrikd 25. By anubandha Bhoja means all that follows the birth of rasa, namely 
the awakening of transient emotions, and the reactions, voluntary and 
involuntary, which the characters come forth with. 
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Kdrikd 26-29, 31-32. The famous rasa definition from Bharata cannot be 
left out, but Bhoja makes nispatti a stage in the development of rasa, by using 
the phrase ‘ nispattimatrani . For him nispatti seems to be the manifestation of 
the emotion in a scene in which the main characters involved in it confront 
each other. 

Bhoja then speaks of the growth of the emotion <j buffi /prakar$a>, its 
accommodating other emotions <sahkara> , its temporary decline <hrdsa> due 
to the rise of another emotion, the lingering of a fading emotion in the 
present one <sesa>, the total vanishing of the emotion <prasama>. 

The pranaya-kopa or love tiffs should come under hrdsa, as the focus 
shifts from harmony to discord. The lingering of pique even after reconciliation 
should come under sesa. While hrdsa and s'esa aptly describe situations of 
mdna in srhgara, prasama indicates the state after the emotion has been 
completely driven away. The feeling of hostility subsiding in Lava at the sight 
of Rama, is a good example. (Ex.476.) 

Sankara or the entry of a variety of feelings into the main emotion is 
illustrated well by the verse from Malatimadhavam. (Ex.9.) The fear, surprise 
and anger, followed by the joy and relief, while saving Mdlati from the sword 
of Aghoraghanta, merge into the love that dwells in Madhava’s heart. Bhoja has 
analysed the depiction of emotion in poetry with much insight, but it is the 
sandhi and sabalatd of vyabhicdri-bhdvas, explained by Abhinava, that seem to 
have stayed on in poetic theoiy. (DAL,p.l 85-186.) 

Kdrikd 30. While pusti, hrdsa etc. would constitute stages in the development 
of an emotion in a work, the depiction of emotion in a lower character or in 
the hero’s adversary, or in plants, animals and nature, would amount to just 
the semblance of rasa. Here Bhoja does not censure dbhdsa as a defect, as later 
rhetoricians seem to have done, but only seems to imply that the depiction 
of emotion in these asrayas cannot be as delightful as the portrayal of emotion 
in superior characters. He illustrates the idea of dbhdsa profusely, mainly in 
the context of srhgara. 

To begin with, he illustrates rasa-abhasa taking the form of rati in a low 
character, in the hero’s adversary (. Ravana ) and in lower creatures and in 
‘personified (insentient) objects’ (ex.1 1-14), as noted by K. Krishnamoorthy. 
(Essays in Sanskrit Criticism, X, The Concept of Rasabhdsa in Sanskrit Literary 
Theory, pp. 1 14-136.) Later, in his exposition of vipralambha and sambhoga, 
and nay aka-nay ikas, and the various rasalahkdra-sahkaras , he logically extends 
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the concept of abhasa to the components of rasa. 

In the case of nayaka-nayikd, he brings in abhasa in the definition and 
classification done in the Karikas themselves. ( Karikas 101-102.) He conceives 
of the semblance of hero, of heroine and of‘both’, and of a lower creature 
taking on the role of a hero. His purport becomes clear when we come to the 
illustrations of nayaka-, nayika- and ubhaya-dbhdsas and tiryagdbhdsa. In the 
first, the waist of a damsel takes on the role of the hero by pining for her 
glances, which are obstructed by her high bosom. In the second, Rama ‘adopts’ 
his kingdom as his consort after the departure of Slid. In the third, the night 
and the moon are depicted as the brave woman and the faithless lover. In 
the last the cakravdka plays the part of a faithless lover by sending his mate 
away so that he may embrace the red faced lotus-bank who is reclining on 
the water bed. (Ex.351-354.) 

While illustrating dsraya (the seat of emotion) and visaya (the object of 
emotion), Bhoja shows lower creatures also as the seat and object of emotion, 
although he does not use the term abhasa here. (Ex.l 14-119.) In these 
examples the cakravdka, the camel and the elephant are presented realistically 
and evoke sympathy. This is in striking contrast to the artificial presentation 
of nayaka- abhasa 

The depiction of vipralambha abhasa in lower humans evokes amusement; 
but in the elephant and cakravdka it is touching. (Ex. 182-185.) Tastefully, 
sambhoga in low men and women is avoided. The examples depicting it in 
lower creatures - kinnaras , bees and birds, deer, elephants, even a tree and the 
creeper entwined around it, are merely charming, taken out of context. But 
these verses together build up the scene for the meeting of Siva and Uma in 
Kumdrasambhavam , and effectively set the stage for srhgdra. (Ex. 194-197.) 

When Bhoja comes to the obvious combination <sankara> of all the 
embellishing features - rasa, guna and alankara, rasa-dbhdsa is included among 
the various features of rasa which figure in these sahkaras. (Ex.472,493,495- 
500.) In one example expressing emotion in a straightforward manner, the 
abhasa of krodha as well as rati is pointed out. In the last five, abhasa seems to 
mean literal non-existence (of the emotion) as well as absence of superior 
characters. In these examples, it is by the operation of sle$a and other alankdras 
which have the power of ambiguity, that the abhasa is accomplished. 

From Bhoja’s examples, the conception of rasa-dbhdsa as the depiction 
of emotion which either alienates the reader or cannot be taken veiy seriously, 
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emerges. The emotion displayed by the adversary cannot be identified with. 
In the examples Bhoja presents of low characters, the vulgarity of the response 
is not conducive to great rasa. Those involving lower creatures do touch the 
heart, but do not afford emotion of great complexity. In the personification 
of nature, in the fanciful conception of ndyakdbhasa, and in the suggestion of 
another rasa by means of s'lesa etc., we are no longer in the realm of emotion. 

Dhananjaya conceives of srhgdra-dbhdsa as the carrying away of a divine 
woman against her will in the ihdmrga type of drama. The commentator 
explains the term ‘ ihdmrga' as the nayaka’s desiring a woman as elusive as the 
deer. (DR,III,74 and comment) 

Rasa-dbhdsa and bhdva-abhasa are mentioned by Udbhafa. His 
commentator explains that rasas and bhdvas which are not consistent with 
the conventions guided by scriptures, are their dbhasas. (KASS,IV,k.7 and 
comment) 

The dbhdsa of sriigara rasa has been described as unreciprocated love, 
leading to laughter, by Rudrabhatta. (ST,II,32-33.) Defining it as unreciprocated 
love, Rudrata says that it should be avoided in superior characters. (KARLOV,36.) 
Rudrabhatta also calls the love simulated by a courtesan for the sake of money, 
dbhdsa. (ST, 1,122.) 

Although Anandavardhana does not define or describe rasabhdsa, he ranks 
it lower than the evocation of true rasa, as can be seen from the fact that he 
permits contrived alankdras like yamakam in presenting rasabhdsa. (DA,p.60.) 

Abhinava seems to have been the first aesthetician to identify anaucitya 
or impropriety as the reason for rasa-dbhdsa Commenting on Dhvanydloka, 
he cites Ravana’s passion for Sitd as an instance of rasabhdsa and explains 
why it ultimately leads to laughter. He tries to draw the idea of dbhdsa from 
Bharata 3 s conception of hdsya as resulting from an imitation of sriigara He 
equates dbhdsa with amukhyata and anukrti (DAL, pp.79-80; pp. 186-187.) 

Kdrika 33. The term visesa is used by Bhoja to indicate the variety in rasa and 
bhdva, which has been recognised right from the time of Bharata The first 
visesa is the distinction into eight particular rasas. After describing the eight 
rasas, Bharata speaks of three types each of sriigara, hdsya, raudra, karuna, vira 
and bhaydnaka, and two types each of bibhatsa and adbhuta. (NS,VI,77-82.) 
Dhananjaya indicates varieties in almost all the rasas, on the basis of the 
reasons causing the emotion etc.. (DR,I) 
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The grading of laughter - smita, hasita etc., seems to have been a popular 

vises a. 

Under vis'esa Bhoja illustrates his twelve rasas and the numerous varieties 
of the sthdyibhdvas, especially of rati and its non-conjugal type, which he calls 
priti, as well as varieties of some vyabhicarins and sdttvika-bhdvas. (Ex.66-113.) 
Here he includes the varieties of hdsa - smita, hasita etc. and the vira types 
mentioned by earlier authorities. Bharata and Rudrata mention dharma-vira, 
(NS, VI,79; KAJFbXV, 1.) Dhanahjaya hints at, and Rudrabhatta illustrates daya- 
vira. (DR,IV,73; ST,III, 14- 18.) 

The various features of rati, its spontaneity, its cherishing the contact 
with an object which has touched the beloved, the sense of belonging, its 
transcending the level of consciousness, i ts sensuous aspects, are all considered 
under the various vis'esa categories. 

And priti is dealt with under the same categories, with one difference. 
In the place of sdmprayogiki rati (involving union), comes dbhydsiki priti (born 
of habit), which is the passion for a sport or pastime. And the illustration 
shows a king’s obsessive love of hunting. (Ex.95.) Dhanahjaya declares that he 
will not describe the bhavas called priti, bhakti etc. and the rasas of hunting, 
gambling etc., as all these would fall under harsa, utsaha etc. (DRJV,84.) 

But Bhoja does not pair the eight rasas, as one emerging from the other, 
or as diametrically opposed, as Bharata, Dhanahjaya, and RudrabhaUa did. 
(NS.V139-41; DRJV,43-44; ST,III,34-35.) 

Kdrikds 34. Bhoja conceives of the entire configuration of the rasa situation, 
consisting of vibhdva, anubhdva, sahcarins, dsraya and visaya, by the term pariposa. 

Kdrikd 35. The term as'raya has been used by Bharata when he describes the 
thdmrga variety of drama as ‘having divine men for ds'rayd. (NS,XVIII,7 7-7 8.) 
Dhanahjaya declares that the death of one partner can only be koruna, as 
srhgdra is not possible without the as'raya. Bhatta Nrsimha explains that srhgdra 
is ‘ ndyakanayikasrayd . (DR, 4,67 and comment). Anandavardhana speaks of 
dsraya in the same sense in which Bhoja defines it While speaking of emotions 
which would be opposed to each other, when presented in the same dsraya, 
he says that this opposition can be overcome by placing the emotions in 
different ds'rayas and by other means, (DAJII,25-26.) 

Bhoja makes a technical term out of dsraya to indicate the character 
depicted as undergoing the emotion in drama, and even a creature like a 
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bird parted from his mate, in poetiy. This becomes clear when'we examine 
the illustrations he provides for the same. (Ex. 1 14-1 16.) The term viyaya 
seems to be his own invention, to indicate the object of the emotion, whether 
it is a conscious person, a lower creature or an ‘inanimate entity’, e.g., the life 
in the forest for the elephant in captivity. (Ex. 117-119.) 

Instead of reducing the alambana-vibhava to the main character causing 
the emotion, the hero in the heroine and vice versa, which practice seems to 
have established itself, Bhoja conceives of it as the chief event or circumstance, 
usually including the visaya too, which evokes emotion in the asraya. The 
hero and heroine or the hero and adversary would be the asrayas of love or 
anger, as well as the visaya of each other’s emotion. In his Srhgdraprakasa, 
however, he seems to have conceived of the alambana-vibhava as the main 
character, the nayaka, around whom the emotion is developed in the story/ 
play. ( Srhgdraprakasa, Vol.III,p.597.) 

Kdrika 36. Bharata’s explanation of the term vibhdva and Dhanahjaya’s 
definition seem to have inspired Bhoja’s definition of alambana-vibhava as 
jhanakdranam. Bharata speaks of vibhdva being ‘ vijhandrthafj as well as 
synonymous with i kdranam\ ‘ nimittam ’, ‘held etc.. Dhanahjaya describes vibhdva 
as fostering the emotion because of jhdyamdnatd. (NS, VII, prose after verse 
3; DR, IV,2.) 

The term jhanakdranam used by Bhoja to define dlambana-vibhdva, could 
be interpreted as the rousing of emotion in a character to a perceptible level. 
In the illustrations, we discover the main characters gaining acquaintance 
with each other, and the premonition of the forthcoming emotion. (Ex. 120- 
122.) Actually seeing or hearing of the beloved constitutes th t jhanakdranam 
there. The first acquaintance is indeed an important event in the development 
of love or hostility between two characters. While describing ayoga or incipient 
love, Dhanahjaya speaks of desire <abhilasa> being born through seeing the 
beloved personally, in a picture or in dream or through magic, or hearing of 
him from a friend or a bard. (DR, IV,53-54.) 

Probably inspired by the ‘mainstay 5 notion of the term ‘ alambanam , 
Bhoja extends the concept of alambana-vibhava to the samskara or building up 
of the emotion, giving it a firm footing in the asraya by establishing his/ her 
credentials as it were. By highlighting the qualities of the visaya, the emotion 
is made keener. And the repeated encounter of the two iabhyasa> further 
strengthens the emotion. All this is clear when we come to the illustrations. 
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(Ex. 123-125.) 

Karika 3 7-38a. The formal division of vibhdva into alambana- and uddlpana - 
is first seen in Dhananjaya (DR,IV,2.) Bharata only enumerates as vibhavas , the 
various circumstances which rouse the emotion, while describing each rasa, 
(NS, VI.) 

Kdrikas 38bcd-43. After mentioning uddlpana-vibhavas, coming to anubhdva, 
Bhoja lists certain typical actions indulged in by the characters under the 
influence of emotion, and includes involuntary responses and transient 
feelings which arise in the situation, under these. When he illustrates the 
various aspects of rasa, he points out anubhdva in actions <drambha> involving 
the body <s'arira>, the tongue <vdk>, the heart <manas> , and the intellect <buddhi>. 
Bharata advises the dramatist to follow the course of the world in presenting 
vibhdva and anubhdva, (NS, VII,6.) 

While Bharata lists the suitable involuntaiy responses and transient 
feelings as well as varieties of typical feminine behaviour, such as Ilia, under 
anubhavas in his description of srhgdra etc., Bhoja explicitly asserts their inclusion 
in anubhdva. And in justifying that, he comes forth with some definition of 
anubhdva, ‘Lila etc. also come under anubhavas , as they occur and are 
experienced after (the vibhdva ), like (the vyabhicdrins) recollection etc.’ 

Bharata’s explanation of anubhdva al-so indicates its ‘subsequent’ (to 
vibhdva ) occurrence in gesture involving speech and limbs. (NS, VII,4-5.) 
Dhananjaya defines anubhdva as a change (in the character) which indicates 
feeling. The conception of sdttvika-bhavas as bhavas as well as anubhavas , he 
expresses in their definition itself, and Dhanika explains this clearly. They are 
not only states of being but are also emotional responses. (DR, IV,3-4 and 
commentary.) 

The various naturally self-expressive actions such as hid, which the 
heroine must display, are listed under the alahkdras of young women arising 
from sattvam, by Bharata and Dhananjaya, They are discussed under abhinaya 
or enactment of emotion by Bharata (NS, XXII,4...) and under the description 
of heroines by Dhananjaya (DR,II,30...). Both have spoken of twenty alahkdras, 
putting them in three groups - s'anraja, ayatnaja and svabhdvaja. Bhoja adds keli 
and kriditam to the ten in the svabhdvaja group. Kriditam or the playing enjoyed 
by children is out of place here, but is probably included to provide the 
background for keli, which is again playing, but with the lover. He considers 
the sariraja-alahkdras, hava, (bhdva ) and held as common to men and women, 
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but his conception of these is different from Bharata's and Dhanahjaya's , as is 
evident when he illustrates them. (Ex. 162-166.) 

While illustrating all the anubhdvas, Bhoja includes other characteristic 
behaviour patterns of lovers, such as vydja, cdtu and visrambha-bhdsanam. 
(Ex. 138-173.) 

The cestas in which lovers reveal themselves would also come under 
anubhava, but Bhoja makes cesta a separate category. He however refers to Ilia 
etc. as cestas after illustrating them, as Dhanahjaya does. (. Karikas 1 68-169; 
DR, IV, 71.) 

Karika 44. All these aspects of rasa involve abhinaya in drama, as they have to 
be presented on stage. Both Bharata and Dhanahjaya describe particular rasas 
and bhdvas, constantly in terms of the vibhdvas which cause them and the 
abhinayas in which the anubhdvas are to be presented. (NS, VT-VII; DR, I) 

Bhoja attempts to incorporate abhinaya into poetry that is read. In Chapter 
II he speaks of a sabdalahkara called abhineyam 

Thus Bhoja has further elaborated the rasa format provided by Bharata’s 
definition. He has paid attention to the various aspects of the development 
of an emotion, instead of merely repeating and illustrating the standard 
analysis of a rasa situation into dlambana-vibhdva, uddipana-vibhava, anubhava, 
vyabhicdri-bhdva and sattvika-bhdva and the underlying sthdyin, 

Karikas 45-52. Bharata speaks of sambhoga and vipralambha, and Dhanahjaya 
makes a distinction between ayoga and viprayoga and sambhoga Rudrabhatta 
and Rudrafa speak of sambhoga and vipralambha, putting the latter under the 
four categories adopted by Bhoja (NS,VI, prose after 45; DR,IV,50; ST,1,2 1- 
22;II,l;KAR,XII,5-6.) 

Of the four types of vipralambha, the first, purvdnuraga, corresponds to 
the ayoga of Dhanahjaya Both terms refer to the state of young lovers who 
have yet to unite, and technically keeping it apart from viprayoga/ vipralambha 
seems to be correct Dhanahjaya speaks of two viprayogas, one due to mdna 
and the other due to pravdsa, While naming the various causes of pravasa, 
such as sapa he adds that if death occurs, only sorrow is there, as srhgdra 
becomes bereft of dsraya But if the loved one is restored to life, no other rasa 
but srhgdra is there. (DRJV.67.) Thus either karuna or srhgdra is present The 
idea of karuna-vipralambha does not seem to be acceptable to him. 
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Bharata points out the distinction between karuna rasa and vipralambha 
in which suffering similar to that in karuna is portrayed. In the former there is 
no hope, whereas, in the latter there is hope of union. (NS,VI, prose between 
45,46.) The hope of union is not there when death occurs, but as the dead 
one is restored to life in several stories, the term karuna-vipralambha was 
probably invented. 

The four kinds of vipralambha, purvanuraga etc., have been described by 
Rudrabhatta. He stoutly defends the existence of karuna-vipralambha and its 
inclusion in srhgara, distinct from karuna rasa. (ST,II,99-101.) Apart from his 
fourfold classification becoming standardised by Bhoja, his remarks about 
purvanuraga seem to have influenced Bhoja’s conception too, as we see in the 
detailed nirukti which the latter launches into, after describing the four 
vipralambhas and the vest as and parlstisw hich accompany them. After describing 
the kdma-avasthas marking purvanuraga, Rudrabhatta points out that love arising 
first in the heroine and then in the hero is naturally beautiful. It could be the 
other way about also, but if it arises in one and not in the other, it becomes 
srhgara-abhasa. (ST, II, 31-32.) Bhoja interprets anurdga as ‘simultaneous’ or 
‘successive’ falling in love, when analysing the prefix 'ami. (Karika 67,ex.253- 
254.) Rudrata also describes the four vipralambhas but uses the term 
prathamdnurdga for the first kind. (KARAIV.) 

In his description of the four types of separation Bhoja conveys the 
experience of each. The sahkalparamamyatd of fresh love, the serpentine course 
of love which comes to notice especially in estrangement, the weary length of 
the separation in pravasa which keeps the dear one away in distant lands, and 
the utter grief that overcomes the lover at the death of the beloved, are all 
recognised. 

Bhoja does not consider the reasons bringing about the separation, 
such as marks of infidelity in mdna, business, agitation or a curse in pravasa, 
which Bharata, Dhanahjaya and Rudrabhatta have enumerated. (NS,XXII,267- 
273; DRJV.57-S0;64-66; ST,II,44-51.) Nor does he bring into his definition 
the various methods such as sdma adopted by the lover to conciliate the 
angiy beloved. These have been described by Bharata, and Dhanahjaya includes 
them in the description of mdna-viprayoga. Rudrabhatta describes and illustrates 
them systematically. (NS,XXIII,65-7 2; DR,61-63; ST,II,62-75.) Bhoja does not 
distinguish between the bhdvi (anticipated), bhavan (occurring) and bhutah 
(accomplished) partings in pravasa, which Rudrata and Dhanahjaya enumerate, 
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although his illustrations depict these phases in the long separation of pravasa. 
(DR,IV,65; I<ARXIV,33.) 

Bhoja supports every idea expressed here with an illustration which 
comes later. Even the idea that without vipralambha, sambhoga cannot be built 
up, he illustrates with four examples, demonstrating the enhancement of the 
joy of union by the four types of separation. (Ex. 190-193.) 

Karika 53. Bhoja has already spoken of the emotion-induced actions of 
characters under anubhava. And there he has included the winsome behaviour 
in the Ilia etc. of the heroine, and the held and other urges displayed by both 
the hero and heroine. He now adds other characteristic actions of the couple, 
such as sighing, staring vacantly, weeping etc. in separation, and embracing 
etc. in union. He meticulously illustrates the typical actions <cega> in examples 
1 98-22 1. The turning away <varjam> from pleasant things in the absence of 
the beloved, is itself illustrated in five examples (ex.206-209.) 

Karika 54. Under parish Bhoja considers the constant desire of the couple to 
be together and the confirmation of mutual attachment In separation, trysting, 
sending messengers, writing to each other, cherishing nail marks etc., and in 
union, approaching each other timidly, pretending to sleep, swelling in 
happiness, and many more such testimonies of attachment are illustrated. 
(Ex.222-244.) 

Karika 55-92. Nirukti or etymological analysis is an approach adopted by 
writers to delve deeper into the range and relevance of technical terms which 
are in currency, sometimes with the aim of justifying them. 

Bhoja devotes more space to the nirukti of the terms indicating the four 
kinds of vipralambha and the subsequent sambhogas, than to any other topic in 
this chapter. Such is the fusion of nirukti and aesthetic analysis, that Bhoja 
does not invent separate terms for the states of sambhoga but relates each to 
the kind of vipralambha which precedes it with the link ‘ anantard ( mdnanantara- 
sambhoga etc.) and takes the prefix sam in four different senses to distinguish 
the kind of happiness involved in each type. He has already pointed out that, 
without vipralambha, sambhoga cannot be developed, as it is only the cloth 
which is prepared for dyeing that takes the colour fast 

This fusion of aesthetic and linguistic analyses reaches its height in the 
final summing up, where the two modes of integration which are seen in 
compounds, namely, retaining the basic meaning and giving up the basic 
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meaning (of the members of the compound), are brought in, and aligned 
with the retention and giving up of the state preceding the union in the four 
kinds of sambhoga, 

Karikas 93-96. Strictly, prakirnams should come under vibhava. But Bhoja keeps 
this topic separate. He gives a long list of the festive occasions which provide 
the setting for scenes of srngara. Dr. Raghavan devotes an entire chapter to 
the description of these festivals, their historical background, the works from 
which Bhoja must have drawn information on them and subsequent works 
on Poetics which borrow from Bhoja, (Bhoja’s Srhgdra Prakasa, XXHI.) 

Karika 97-98. Bhoja speaks of varieties in prema in addition to the varieties of 
rati which he describes under the categoiy vises a. The term prema has been 
used for attachment by Dhanahjaya and Rudrabhatta without any attempt at 
definition, (e.g. DR,IV,7 1; ST,1,3 1.) S.N. Sastri explains prema as one stage in 
the growth of mutual love, (Laws and Practice of Sanskrit Drama, Book I, p. 
251.) 

The classification of premahy Bhoja seems to echo ideas in other sastras. 
Nitya-naimittika, sdmdnya-visesavan etc. seem to be simply the application of 
terms from other fields to prema, and the examples do not support their 
relevance to the analysis of poetry. The pracchanna type which refers to a 
deliberately concealed romance seems to have been taken in a different 
sense by Bhoja, (Ex.323; NS,XXII,205-206; ST,II,42.) Rudrabhatta illustrates 
pracchanna sambhoga and prakasa vipralambha in Srhgdratilaka, (ST,1,25-26.) 

Karika 99-100. Under premapusti Bhoja takes up the progress of mutual love 
from pleasure at the sight of each other to a state of death in pining for each 
other. Here he brings in some of the ten kama-avasthds which Bharata deals 
with in the chapter on Sdmdnya-abhinaya, The same have been enumerated 
by Dhanahjaya and described and illustrated by Rudrabhatta in the context of 
ayoga / purvanuraga, (NS,XX3I, 169-172; DR,IV,51 -56ab; ST,II,6-2 7.) Bhoja 
does use the term kdmdvasthd but does not restrict its different stages to 
purvanuraga, (See ex.l 74-175, 336, 340 and comments.) He points out 
that these states in the vipralambhas support the development of love in the 
sambhogas which follow. (Prose after ex.342.) 

Karika 101-1 06. The term nayaka has the general connotation of the chief 
men and women in drama and other forms of poetry here. On the basis of 
their relative prominence, Bhoja classifies them into nayaka, pratindyaka, 
upanayaka and anundyaka types, and similarly ndyika, pratindyika etc. types. As 
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we have seen already, he brings in dbhdsa as another type here, with sub- 
types. Here dbhasa seems to be mere poetic fancy, as seen from the 
illustrations. (Ex.351-354.) 

Karikd 107,1 1 Oab. Bharata lists the qualities belonging to superior, middling 
and low natures possessed by men. While classifying women in the same 
manner, he lists certain feminine qualities and virtues for the first two classes, 
but assigns all the bad qualities of the adhama man to the third class of 
woman. (NS*XXIV, 1-12.) 

Bhoja classes uttama, madhyama and adhama ndyakas and nayikas on the 
basis of their possessing all the virtues / endowments of an ideal chief 
character, whether male or female, three quarters of the virtues or half the 
virtues (which he lists in Karikas 122-123). He does this while providing the 
illustrations. (Ex.355-357; 371-373.) Here the terms nayaka and nayikd 
continue to denote chief characters, and not the hero and heroine exclusively. 

Dhanahjaya makes a general statement that all the character types he 
has described can be of superior, middle or low standard because of the 
different levels of their qualities. (DR,II,45cd- 46ab.) The commentators explain 
that here, not the numerical ‘less’ or ‘more’ of the gunas listed, but their 
possession in a higher or lower degree, is the basis for this grading. Bhafta 
Nrsimha in fact points out that the numerical ‘less’ applies to anunayaka etc.. 
Dhanahjaya gives room for this interpretation, by describing the pifhamardaas 
the hero of the episode, a follower of the main hero, wanting in some of his 
qualities. (DR,II,8.) This kind of counting is reflected in Bhoja’s definition of 
the upandyaka also. 

Karikd 108. The classification on the basis of sattvika, rajasa or tamasa nature, 
is an unnecessary extension of philosophical psychology into the dramatic 
conception of character, and the illustrations do not seem to demonstrate it 
well. (Ex.358-360.) 

The distinction into polygamous and monogamous types, coupled with 
the examples, emphasises the natural appeal of the latter to the reader. 
(Ex.361-362.) Dhanahjaya and Rudrabhaita use the term anukula for the hero 
who has but one beloved. (DR,II,7; ST, 1,29.) 

Karikd 109. Bhoja does not describe the dhiroddhata and other types of nayaka 
here, but introduces the verses illustrating them with brief descriptions. 
(Ex.363-366.) Bharata indicates the distinct qualities of these ndyakas 
indirectly, by naming the various classes of beings from which the different 



nayakas are to be drawn - dhlroddhata from gods, dhiralalita from kings, dhirodatta 
from ministers and army chiefs, dhirasanta from brahmanas and merchants. 
(NS^XIV, 1 8-19.) Dhananjaya describes their traits more fully. (DR, II,3-6ab.) 
He describes the dhlroddhata type as vain, envious, indulging in magic etc., 
and prescribes this kind of man for the role of pratinayaka. (DR, 11,5,9.) 

Both Bharata and Dhananjaya conceive of the dhirasanta nay aka as one 
occupied in peaceful pursuits (like Madhava in Malatimadhavani). Bhoja’s 
illustration seems to identify this type of hero with the sdnta rasa, (Ex.365.) 
This is natural; the earlier authorities did not consider quiescence to be 
suitable for dramatic expression, but later sdnta rasa seems to have become 
accepted. 

The saiha and other types based on the behaviour towards the wife are 
briefly but clearly defined by Dhananjaya, (DR,II,6-7.) One of these is the anukula 
hero who has only one beloved. Bharata speaks of several kinds of conduct in 
love, and the terms s'atha, daksina, dhrsta, nirlajja etc. occur in these descriptions, 
and they seem to have become stereotypes by Dhanahjaya’s time. (NS, 22,301 - 
3 ! 9.) Rudrabhatta describes and illustrates these types. (ST,1,28-38.) 

Karikas 1 1 Ocd- 111. The mugdha and other types of wife based on age and 
artfulness are more fully described by Dhananjaya. (DR, II, 15cd-19ab.) He 
speaks of dhira, adhira and madhya (dhlradhlra) types of the madhya and pragalbha 
heroines, based on the manner in which they display their anger towards the 
husband. And it is again these two who are either jyestha or kaniytha . Anyastrl 
can be a maiden in the care of her father or another’s wife. The latter shoud 
never be brought into the main rasa <ahgirasa>. (DR,II,20.) Bhoja does not give 
any such instruction. 

Kdrika 1 1 2. Bhoja’s new classification of heroines into uddhata, udatta, santa 
and lalita types seems to be an attempt to match the terms used for the four 
hero types. Bharata also speaks of dhira, lalita, udatta and nibhrtd heroines of 
the celestial, royal, domestic and courtesan types, based on their temperament. 
(NS^XXTV,24-26.) It is in terms of the sustenance of anger and pride that 
these classes are conceived by Bhoja. And it is in the examples illustrating 
these varieties that some resemblance to Dhananjaya’s dhira types is seen. 
(Ex.385-388.) 

Samanyd, punarbhu and svairini seem to have been named separately in 
order to distinguish them from a sadharanastn or courtezan. The example for 
the first, like several other verses cited by Bhoja, demonstrates the amorous 
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relation of a woman with her husband’s brother. Svairini seems to have been 
handled in free verses, but it is difficult to conceive of such a heroine in 
drama. 

Karika 1 13ab. Bharata counts the ganika as one of the four ndyikds. 
(NS,XXIV,23cd-24ab.) The ganika has been described as accomplished, wily 
and ruthless by Dhananjaya. He has also prescribed that in dramas other 
than the prahasana, she should be portrayed as really in love (with the hero). 
The commentator cites Vasantasend of Mrcchakatikam as an example. 
(DR,II,2 1 cd- 23ab.) Bhoja does not provide any advice or aesthetic judgment 
like this, but only names the different types of professional common women. 

Kdrikas 1 13-120. Bhoja follows Bharata and Dhananjaya in describing the 
eight familiar types, khandita etc. (NS, XXII,2 1 1-220; DR,II,23cd-27.) 

KarikdX 2 1. The other characters are also named, following the drama scheme. 
Bhoja illustrates the low characters <hlna-pdtrdni> with sakdra and lalaka types. 
(Ex.403-404.) The sakdra is a low high-born, coneited because of wealth and 
the language allotted to him in drama is full of ‘ids, according to Abhinava. 
(AB on NS, XVII,54.) He is a brother of the king’s mistress, sometimes aiding 
and sometimes hindering him. (Laws of Sanskrit Drama by S.N. 
Shastri,p.228.) The sakdra is illustrated from Mrcchakatikam. He is a fool and 
villain, and substitutes ‘sets with ‘sd s in speech. What type of person the 
lalaka is, is not clear. Ajada refers to this character as lalluka, and explains that 
he uses ‘Id for ‘rd in speech. And the illustration is not lucid. 

The pithamarda or mentor of the hero is conceived of as a person who 
is worthy of respect and can serve the hero with advice or extraordinary 
capability. Bhoja brings the minister and pdsanda (ascetic of another faith ?) 
under this type. (Ex.405-406.) The minister ranks high among the assistants 
of the hero, and in some plays, an ascetic, possessing extraordinary powers, 
assists the hero. Bharata names the minister as an assistant in external matters 
(of state). (NSNXTV,73....) 

Bhoja describes the vidusaka as a humorous, playful companion inviting 
confidence. In the illustration his love of food is expressed in absurd similes. 
{Karika 170ab, ex.4Q7.) Bharata speaks of the four classes from which the 
vidusaka is to be chosen for the four types of hero. He is the ideal companion 
to the hero in separation, (NS, XXIV, 19cd-2 1 ab.) Dhananjaya briefly defines 
him as a hdsyakrt (comedian). (Dr,II,9ab.) The vidusaka is the promoter of the 
hero’s love affair ( narmasaciva :) in most Samskrta dramas. 
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Bhoja describes the vitals a respectable, wealthy, married man ofvirtue, 
and the illustration supports this definition. (.Karika 170 cd,ex.408.) 
Dhananjaya describes the vita as skilled in a single art. (DR,II,9ab.) Bharata 
classes him as an adhama type along with sakdra, (NS,XXIV, 14.) 

Bhoja makes an interesting distinction among characters taking part in 
episode <patdka> or incident <prakari> in the story. The one who gains his end 
as well in furthering the hero’s cause is the pataka. The one who is employed 
by the adversary is the apatakd, And a character who acts without any end of 
his own (for the hero’s goal] \spmkari. (Karika 171.) And all three are illustrated 
in two verses on Rama’s story, in the roles played by Hanuman , Marica and 
Jatdyu, (Ex. 4 10-41 1.) 

This distinction is probably an extension of the definition of pataka 
and prakari in Ndfyas'dstram. Pataka is defined as an enterprise for the sake of 
another (i.e., the hero) in which the character who is mainly involved also 
gains. Prakari has only the hero’s end in view and is of shorter duration. 
(NSXlX,24-25.) For instance, Sugriva assists Rama in the search for Sita and 
also gains his kingdom in the process. Makaranda helps Madhava, but also 
gains Madayantikd for himself in Malatimadhavam. Jatdyu ] s brief effort to stop 
the abduction of Sita seems to be a familiar example of prakari (S.N.Shastri, 
Laws of Sanskrit Drama,pp.72-77.) 

The assistants of the heroine Bhoja reduces to three types - friend, 
older well-wisher and helper in a situation, illustrated by Lavahgika, Kamandaki 
and Trijata, whom he actually names. (.Karika 172 ab,ex.426-428.) Dhananjaya 
speaks of messengers who assist the heroine - a servant, friend, craftswoman, 
nun, a neighbour etc.. (DR,II,29.) 

Kdrikas 122-123. The twelve gunas enumerated by Bhoja are common to 
nayakas and nayikds. Only the guna called auddryam is interpreted slightly 
differently in the hero and in the heroine, as we see in the illustrations. In a 
man it seems to mean magnanimity and in a woman, dignity or unfailing 
courtesy. (Ex.416,428.) In this he seems to have followed Dhananjaya, who 
defines auddryam in the ndyikd as ‘always (maintaining) prasrayd. Dhanika 
mentions the verse which Bhoja uses to illustrate this, and in this verse the 
word ‘prasrayd occurs. (Ex.428; DR,II,36 and comment) 

Bharata and Dhananjaya enumerate the gunas of characters at several 
places. Bharata names the gunas belonging to a superior nature possessed by 
men and by women, and then the excellences of the chief queen and other 
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women of the royal household, and of the king, in the chapter dealing with 
characters portrayed in drama. (NS,XXrV,2*3; 9-10;34-52;76-80ab.) In the 
chapter on samdnya-abhinaya he lists the natural virtues of the hero and heroine 
- s'obhd, vilasa etc. (NS, XXII,27-41.) Dhananjaya lists all the merits which a 
hero must possess, and again speaks of the natural gunas of the nayaka and 
ndyika, i.e., sob ha, vilasa etc.. (DR, II, 1 -2; 10-14;3 5-37 ab.) Bhoja has drawn from 
these sources, but leaves out some endowments like learning and lack of 
vanity. In his list the gunas mahabhdgyam and saubhagyam are new additions. 
The examples seem to illustrate great destiny and desirability as a spouse. 
(Ex.423;435) 

Kdrikas 1 24-125. The paka or ripeness of poetic expression has been observed 
in Ch. I. Here the pdka imagery is extended to classify the love themes of 
poetiy affording delight in different ways. Raga is an advanced stage of love. 
In terms of raga or colour, the varying qualities of the attachment are 
analogically expressed. (The Laws and Practice of Sanskrit drama by S.N. 
Sastri, p.252-253.) The vydjabhakti could have been brought under anubhdva 
or cestd. The classification of love according to the puru$drthas which bind the 
couple <udarkabhakti> could have been considered under vise$a or premdnahu 
This classification can be traced to Bharata’s prescription of sfhgdra set in 
dharma, artha or kdma for the samavakdra type of drama. (NS, XVIII,7 2-7 5.) 

Kdrika 126. Bhoja has analysed poetry in terms of guna, alahkdra and rasa. He 
has acknowledged the fundamental nature of guna, and the charm added by 
alahkdra, in poetry infused with delight And after describing his three 
categories of alahkdras , he has dealt with the notion of combining several of 
them in the same expression, loosely as well as integrally. And while describing 
the depiction of feeling in poetry he has touched upon the sankara or merging 
/ fusing of one feeling into another. Now he applies the notion of sankara to 
the combined presence of all the features that have been named, guna, alahkdra 
and rasa, in poetry. These are not mutually exclusive properties belonging to 
poetry, but are different angles from which poetiy must be judged. But Bhoja 
carries the application of a principle to absurd lengths. In his usual meticulous 
manner he works out all the combinations of rasa-sahkara, guna-sahkara, 
alahkdra-sahkara, rasa-guna-sahkara, and so on. He divides these combinations 
into more classes and illustrates eveiy one of them. (Ex.451 -502.) And finally 
he brings all the choices and changes made by the poet in the handling of 
the story / plot, under nanalahkara-sahkara. (Prose before ex,503.) 

Kdrikas 127-137. Bhoja has mentioned rasokti as the last item while 
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enumerating the twenty-four features of rasokti or expression of rasa in poetry. 
Now he elaborates it, reminding us in every verse that this or that feature 
delights, drenches poetry with rasa, etc.. The general features of poetic works 
of large scale which ultimately contribute to rasa are named. Bhoja follows 
the descriptions of prabandha in the earlier works of Bhdmaha and Dandin, 
sometimes borrowing phrases and lines and whole verses from them. The 
vrttis or styles - Bharati, Arabhati, Sattvatl and Kaisiki, in which action is presented 
in drama, are illustrated in great detail, because they are suitable for the 
various rasas, Kaisiki for s'rhgdra, for instance, (Ex.503-522.) 

So all the features of prabandhas listed by earlier rhetoricians in a matter 
of fact manner have been brought under the topic of rasokti by Bhoja. And 
rightly so, for the principle of rasa or the delightful presentation of human 
experience, must guide the choice of all the details of narration and portrayal. 
And the features of natya which can be incorporated into kavya have not 
been left out, for eveiy detail of prayoga has been specified with the aim of 
rasa in mind. 

Kdrikd 138. Right at the outset, in this definition of rati, Bhoja distinguishes 
conjugal love from prlti or the liking for someone / something. 

Bhoja defines rati generally as pleasure in things (more particularly 
people) which appeal to the heart. He does not directly go to the love binding 
a couple, which Bharata and Dhanahjaya have identified srhgara and ra&with, 
or to the brightness of attire and appearance, pleasantness of the surroundings, 
sweetness of the responses etc., which they have emphasised in its portrayal. 
(NS,VI,prose and 46; VII,prose and 9; DR,IV,47-48.) AH these aspects are 
considered under other terms - prema, uddipana-vibhava, anubhava etc. 

More important than this coming to the core of the emotion called rati, 
is the wide scope Bhoja gives to love - covering the tenderness for children, 
for animals, attachment to the home, to a pursuit etc., affection, untinged by 
carnal desire, for the wife, - brought out in the several angles from which he 
looks at rati and priti while illustrating them. 

Ex. 1. Bhoja demonstrates rati as bhava, as the mere presence of the emotion 
in the character, which has to be drawn out. Here a hint of the rasa to be 
developed is provided. Rasa has not even been born here. This verse is used 
by Dhanika to illustrate the bhava or the first change in the sattva or the mind 
which has not been affected by the particular emotion before. (DRJI, comment 
after 33.) 
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Here, as in his comments on many of the illustrations in this chapter, 
Bhoja speaks of the transient feelings and emotions being ‘anumita from the 
various reactions. Whether in this he is subscribing to the anumana theory of 
gaining access to the rasa, or is casually using the word in the sense of‘to be 
gathered, guessed’, we do not know. Since he does not offer any theory about 
the perception of emotion in poetry, we have not taken Bhoja to be an advocate 
of ‘anumana as against ‘ dhvani , which Mahimabhatta is famed to be. 

Ex.2-4. The janma or birth of rasa is shown in the rise of an involuntary 
response, a minor, transient feeling or an action of the characters. Bhoja 
illustrates janma in the form of each of these, singly, in the three verses from 
Raghuvamsam. But while ex.4 describes the first meeting of Aja and Indumati, 
at the svayamvara, ex.2-3 describe their wedding. Presumably the characters 
are still at the threshold of love. Bhoja has not consistently developed his 
idea of the growth of an emotion in the poetic work, whether it is drama or 
epic. But the conception of janma, anubandha, pusti, hrasas'esa etc. of the emotion 
can be of assistance in studying the development of the theme of emotion in 
the work. 

Ex.5-6. Bhoja uses the term anubandha for the further development of the 
emotion binding the characters. In these examples, the love in the characters 
is not at its inception. In Parvati and Malati it has already grown. Madhava is 
recollecting the birth of his love for Malati Technically, anubandha seems to 
mean the vyabhicarl, sdttvika and other anubhavas which are evoked by the 
vibhdva, 

Ex.7. Nispatti is taken as the manifestation of the emotion in a scene, the 
mutually acknowledged love of the hero and heroine, for instance. This verse 
occurs at a point in the story at which Parvati has declared her love and is 
surprised by the sudden appearance of Siva in the person who has been 
trying to dissuade her. Siva also reveals his love for her. 

Ex.8, comment This verse illustrates the putfi or fuller development of emotion. 
Bhoja’s explanation seems to be an exercise in rasa analysis in an example 
which strikes one as being merely a clever expression of benediction. He 
points out how the advanced stage of premapusti, i.e., the abandoning of shame, 
is indicated in the embrace of Visnu and Laksmi and how love of another 
form, priti, is shown in Brahma’s concern for Laksmi 

Ex.9. Bhoja shows the merging of other emotions such as fear, which at: 
capable of independent development, in the main emotion of love hen 
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This he terms sankara. Anandavardhana had earlier spoken of the incorporation 
of one major emotion in the course of development of another, as a limb 
<anga> of the latter, in the entire poetic work. (BAJII,2 1-22.) Bhoja does not 
prescribe that there should be one dominant rasa in the whole work and 
other rasas should serve as its limbs. He analyses and illustrates and rarely 
instructs. 

Ex. 10. Hrasa is a setback in the progress of emotion. The example is a verse 
from Amarus'atakam and seems to be the self-conscious expression of regret 
on the part of a woman, that her anger has marred their love. 

Ex.1 1-14. Bhoja illustrates various types of rasa-abhasa or the semblance of 
emotion. In the hero’s adversary, love for the heroine is abhdsa in the sense 
that it does not appeal to the reader. In low characters emotion probably 
cannot be finely portrayed and so amounts to abhdsa The example only 
depicts a coarse kind of feeling. The visualisation of attachment in animals, 
birds etc. evokes feeling. Describing phenomena of nature in the image of 
sentient beings is charming but cannot come under abhdsa 

Ex. 15. In keeping with his view that bhava is developed into rasa, and the 
consequent practice of using the words rasa and bhava interchangeably, Bhoja 
identifies bashfulness and anger as the other rasas which vanish into the rasa 
oflove. This he calls rasa-pras'ama 

Ex.l 6. Even in love, the anger at a previous offence remains. The term s'esa, 
coined by Bhoja, takes formal notice of this complexity of emotion in its 
portrayal in poetry. 

After illustrating the ten stages of rasa, i.e., bhava, janma, anubandha, nispatti, 
pusti/prakar^a, sankara, hrasa, abhdsa, prasama/ s'ama and s'esa, in the course of 
his treatment of the sthdyibhava, rati, Bhoja defines the other sthayi-bhavas, 
sdttvika-bhavas and vyabhicari-bhdvas, illustrating each with the janma, anubandha, 
nifpatti or some other stage. He takes up the sthayi-bhavas in the order in 
which Bharata has described them, in the chapters on rasa and bhava (NS, 
VI,VII.) 

While some examples successfully demonstrate the depiction of 
emotion, others are not well chosen. The examples from prabandhas- a great 
number from Kumarasambhavam, are naturally rara-laden. So are the ones 
from dramas like Abhijhanasakuntalam, Many of the free verses, including 
those from Amarus'atakam, in spite of being good poetry, are not appropriate 
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illustrations of rasa, conceived as the portrayal of emotion. In his comments 
Bhoja conscientiously points out the various aspects of rasa - vibhavas , anubhavas, 
sancarins, sattvika-bhdvas etc., even in examples which are not primarily intended 
to depict emotion, but bring in rasa in a eulogy or prayer or benediction. 

Karika 139ab, ex. 1 7. Hasa is generally conceived of as the laughter provoked 
by clowning. (NS,VI,prose and 49-50; VII,prose and 1 0; DR,IV,76.) Here it 
is defined more subtly as the amusement caused by jocular teasing, 
embarassment etc. The example however illustrates this idea literally, in a 
praise of Krsna, 

Karika 139cd, ex. 18. Bharata has given a fuller description of s'oka, with the 
circumstances which arouse it, the transient feelings which accompany it 
and the reactions in which it is expressed. (NS, VI, prose and 62-63; VII, 
prose after 10,1 4.) Dhananjaya gives a brief description of s'oka developing 
into karuna-rasa, in the same style. (DR,IV,52-53.) Bhoja’s illustration makes 
up for the brevity of his definition and his comment analyses the vibhdva and 
other aspects. 

Karika 140ab, ex.l 9. Bharata names demons and other violent characters as 
the natural seat of anger. He also speaks of anger (presumably in the hero) 
directed at an enemy, elder, beloved, and servant and lastly mentions an 
assumed anger. (NS,VI, prose after 63,64-66; VII,prose and 15-20.) 
Dhananjaya speaks of anger arising from temper and from the wrongs done 
by the foe. (DR,IV,75.) 

Bhoja’s illustration is not very apt. These are the words uttered by Dusyanta, 
recalling Sakuntala’s angry exit on being repudiated. This is not abiding anger, 
although anger with the beloved has been mentioned by Bharata under krodha. 
Bhoja adds that the anger here cannot be taken to its height, as this heroine 
is a superior character. (Besides, the verse expresses Dusyanta’s regret, arid 
thereby, serves to illustrate love in separation.] The verse illustrating raudra 
rasa (ex,69), depicting Bhima’s smouldering anger, is more appropriate. 

Karika 140cd,ex.20. According to Bharata, the utsdha from which vira-rasa 
arises is fit for superior characters and is accompanied by endurance, firmness, 
sacrificing spirit and other such feelings, (NS,VI,prose and 67-68;VII, prose 
and 21.) Dhananjaya includes in his brief description of the vira-rasa, the 
martial spirit, munificence and self-sacrifice, without mentioning the yuddhavlra 
etc. (DR,IV,73.) 
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Bhoja’s illustration depicts Hanuman’s setting out to cross the ocean. 
Bhoja remarks that only the preliminaries of Hanuman’s valiant expedition 
are presented and so the rasa is at the stage of janma here. 

Karika 1 41 ab, ex. 2 1. The description of fear is again brief. Bharata describes 
the raudradi circumstances which give rise to it vividly. (NS,VI, prose and 69- 
72; VII,prose and 22- 25.) Dhananjaya follows Bharata, but gives a very brief 
description of the emotion and the rasa resulting from it (DR,IV 7 ,81.) 

Bhoja illustrates the emotion meticulously, with all the reactions 
described by Bharata. Bharata’s injunction that it should be depicted in women 
and in low characters is alluded to in his explanation. The nispatti or 
manifestation of fear is not achieved here, as the characters are a group of 
doughty travellers. 

Karika 1 41 cd, Ex.22. Here we find a subtler conception of disgust than that 
found in Bharata and Dhananjaya, They define jugupsa as the disgust caused 
by seeing or hearing of unpleasant things like worms, blood etc.. They 
distinguish between udvega (revulsion) and ksobha (horror). (NS,VI,prose and 
73-74;8 1; VII,prose and 26; DR,IV,74.) But when Bhoja illustrates blbhatsa 
rasa, the example satisfies the less refined conception of disgust. (Ex.72.) 

In his comment on the present illustration, Bhoja points out that the 
self-disgust expressed by Rama here is for the act of exiling Sita, and not for 
the act of killing that he is about to perform, although that too causes disgust. 

Karika 1 42ab,ex.23. In describing the basic feeling, vismaya, of the adbhuta 
rasa, Bhoja uses the term cittavistara. The mind of the character is shown 
expanding in wonder, and this depiction of wonder is enjoyed by the reader/ 
spectator. Vistara is one of the terms used by Dhananjaya for describing the 
manner in which rasa is relished. The rasika’s mind experiences vikasa, vistara, 
ksobha and viksepa in the various rasas. (DR,IV,43-44.) 

Bharata describes at length the circumstances which cause wonder, and 
the exclamations and other reactions such as thrilling, staring and trembling. 
He attributes it to unworldly events and great happiness. (NS,VI, prose and 
75-76,82; VII,prose and 27.) Dhananjaya presents a brief statement of the 
same conception. (DR,IV,79-80.) 

Bhoja’s example begins with the naturalistic description of one brother 
complaining about the other to the mother and ends with a prayer that the 
Kffna who caused such wonder in his mother protect all ! The words of 
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Balardma and Krsna are more charming than the wonder experienced by 
Yas'oda. 

Karika 142-146ab, ex.24-31. The eight sattvika-bhavas are defined and 
illustrated. The literal interpretation of the definition rather than a rasa 
situation is seen in some of them. Bhoja points out that sattvika-bhavas always 
serve some other (emotion) and are therefore not developed further, on their 
own. 


Ex.31. This verse describing Rati's swooning when Madana is burnt to 
ashes, is given as an illustration of moha, considered under the vyabhicdri - 
bhavas, by Dhanika, (DR,IV,26 and comment) It is probably to refute this 
interpretation that Bhoja clarifies that the word "moha' in this verse does not 
refer to that moha (mudhata ) which will be described in due course ( Karika 
152ab,ex.44), but means the loss of consciousness. 

Karika 146cd-162, ex.3 2-65. These define and illustrate the vyabhicdri-bhavas 
and their role in the different stages in the development of an emotion in 
poetry. 

Most of the vyabhicarins tally with Bharata’s\ ist in name and conception, 
but some differ. 

The apasmara , vyadhi and maranam which Bharata describes are not 
named as vyabhicarins by Bhoja. Bharata is concerned with the enactment of 
all the states undergone by man, and so he speaks of these too. Bhoja’s 
conception of gldni includes vyadhi too. He brings maranam under the 
sattvikabhava, pralaya. On the other hand, the gada counted by Bhoja is not 
mentioned by Bharata, but it could be brought under the daha state of his 
vyadhi 

The utkantha of Bhoja seems to correspond to the autsukya of Bharata. 
Bhoja adds irsya to the list as it differs slightly from asuya. Bharata’s conception 
of vitarka and mati seems to be more serious than the apparent deliberation 
and appeal to sastra, which they seem to stand for, for Bhoja. Capalata is 
conceived of as undependable behaviour by Bharata, but as a restlessness 
which gives one away, by Bhoja. (NS,VII.) 

Sneha or the spontaneous, unrestrainable melting of the heart, is not 
mentioned by Bharata. Priti conceived as the non-conjugal type of rati by 
Bhoja, seems to cover this feeling. 
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Prose after ex.32. Bfioja draws attention to the importance of memoiy 
in building up any emotion. This observation shows his insight into human 
experience. 

Karikas 149-150, ex. 37-40. Here the distinction between the roles as 
transient feeling and as an enduring attitude, of mati, garva, dhrti and sneha, is 
clearly seen. For instance, the garva here is illustrated by boasting. But the 
garva which is developed into uddhata rasa, is quiet self-esteem, which includes 
clemency to enemies (ex.77). Bhoja himself points out there, that others 
illustrate uddhata rasa with this example (38) in which pride is at a peak. 

Similarly, mati, serving as a vyabhicarin, is the appeal to the precepts of 
sastra to support the decision made by the character (ex.37). As a permanent 
respect for sastra, it is precept guiding the noble action of the hero, (ex.76). 

Ex.44. Bhoja follows Bharata in demonstrating the role of transient feelings 
within the vibhdva-anubhdva format, in developing the rasa. In this instance, 
the hiding of pleasure due to bashfulness by Pdroatl adds the charm of restraint 
to the development of the love theme. In the given situation, ParvatVs reaction 
resembling that of a shy girl, her state of mind is easily seen. Anandavardhana 
further subjects this expression to semantic analysis and points out the 
operation of dhvani in bringing to the reader’s awareness the bashfulness 
portrayed in Pdrvati (DA,p.82) 

Ex.48 illustrating asuyd is not well chosen. Taken out of its context, this verse 
could mean envy, but not where it actually occurs. The words are uttered by 
Lava in Uttarardmacaritam, when he is challenged by Candraketu for stopping 
Rama’s horse. Stung by the derisive remark that he probably does not know 
about Rama’s greatness, Lava retorts that he knows Rama’s story only too well, 
even the reprehensible acts. 

Karikd 164. At long last Bhoja lists the twelve rasas (srhgdra to uddhata ) in his 
scheme, under the head rasa-vise$a. Although he elaborately illustrates the 
different kinds of j briti, he does not name any rasa based on prlti However, he 
uses the word sneha in his comments on several examples of prlti, and sneha is 
the basis o{ prey an rasa. (See note on Karikd .33.) 

Ex. 66-77 illustrate the twelve rasas of Bhoja. The eight rasas of tradition are 
illustrated with the examples which Dandin uses for rasavat alankara . 
(KAD,II,280-291.) 
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No description in terms of the circumstances arousing the main 
emotion, the general nature of this emotion, the kind of character involved, 
the transient feelings accompanying the emotion and the responses evoked, 
voluntary and involuntary, as is found in Bharata, Rudrata, Dhanahjaya and 
Rudrabhatta, is attempted. The definitions, coupled with illustrations and 
comments thereon, of the various bhavas that we have already seen, contain 
some conception of the rasas based on them, and more is learnt from the 
examples here and his comments. 

For the first time, the rasa names such as s'rrigdra, are used in these 
comments. Earlier, in illustrating bhavas of various kinds - rati, romdhca, asuyd 
etc., Bhoja has indiscriminately used the terms rasa and bhdva for them. 

Prose and verse after ex.74. Bhoja now admits that sneha, rati and priti are 
basically one. The verse occurs in a scene in Uttarardmacaritam where love 
and tenderness spring forth without apparent reason. (Act V, 1 7.) 

Ex.77 This verse illustrating uddhata-rasa is employed by Dandin to illustrate 
urjasvi alahkdra. The thriving self-esteem which Dandin identifies in this alahkdra , 
is taken to be developed into uddhata rasa by Bhoja. He remarks that, the 
urjasvi or high self esteem in this verse makes some class it under udatta rasa. 
Who these writers are we do not know. 

Kdrikds 165-166, ex.78-101. These speak of the eight varieties of the bhdva, 
rati, and its variant , priti, and illustrate them. The same eight varieties are 
found in both, only the sdmprayogiki variety of rati being matched by the 
dbhyasikiv ariety of priti Understandably, the idea of union is replaced by the 
idea of habit in priti 

In several examples of priti , Bhoja points out sneha. Rati, priti and sneha 
are shades of the same feeling of unreasoned tenderness and melting of the 
heart, as he has already explained. (Prose and verse after ex.74.) (See note on 
Kdrikd 33.) 

Ex. 102-104. These illustrate the three types of utsaha involved in the three 
types of vira - martial ardour, the spirit of munificence and compassionate 
self-sacrifice. Bhoja introduces vis'esa in emotions other than rah'with the remark 
that, even though all the aspects of utsaha are seen in the vira-rasa, each can 
be developed independently, in th c yuddha-vira, dana-vira and daya-vira. The 
verse illustrating the last is a beautiful one from Raghuvamsam , in which Dilipa 
pleads with the lion to spare the sage's cow and offers his own body to 
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satiate his hunger. 

Rudrabhatta grades the different viras as uttama, madhyama and adhama, 
keeping the compassionate vira at the top, followed by the munificent one 
and last of all the warrior. (ST,II, 16-18.) 

Ex. 105-107. These illustrate varieties of krodha, but the krodha seen here is 
the delicate anger, pain, and reprimanding by offended women, not the fierce 
anger of a man. Bhoja has indicated that although there are twentyfour types 
of anger, since they all come under the three heads of delicate, harsh and 
‘both’, only three will be illustrated. There is no reference to these in earlier 
works. 

Ex. 1 08-1 10. These illustrate three degrees of hdsa or laughter, but only the 
last is faintly related to the rasa of hasya. Bharata and Dhananjaya describe six 
types of laughter, two each suitable for superior, middling and inferior 
characters. (NS, VI,prose and 49-61; DR,IV,77-78.) Bhoja remarks that all 
the other varieties can be brought under vihasitam 

Ex. 111. Dream is considered as a variety of sleep. 

Ex. 1 1 2. This illustrates death as a variety of the sattvikabhdva,pralaya/murcchd. 
It is a poignant description of Indumatfs death in Raghuvamsam. 

Ex. 113. Here s'ama or tranquility is conceived of as a variety of the vyabhicarin, 
mati or thoughtfulness, whereas in his comment on sdnta rasa, Bhoja considers 
it to be a part of dhrti or contentment The example however portrays an 
enlightened state, which could emerge from true thinking as well as from the 
purging of desire. 

Kdrika 167cd. Now Bhoja begins the analysis of the pariposa or the entire 
situation fostering the rasa, in which the dsraya is the character portrayed as 
experiencing the emotion, visaya is the object towards whom / which the 
emotion is directed, and the situation is broken down into the vibhava and 
anubhdva. (See note on Karikas 34-43.) 

Ex. 114-116 illustrate three types of dsraya. Bhoja does not relegate the last 
to rasdbhasa, although the dsraya is a bird. (See note on Karikas 30, 35.) 

Ex. 1 17-1 19 illustrate the three types of visaya. In the last, the feeling is 
directed towards the forest, where the elephant spent happy days. (See note 
on Kdrika 35.) 
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Ex.120-125. In these, the alambana-vibhava or the situation causing the 
emotion, is analysed into jndnam (acquaintance of the main characters with 
each other or the inkling given of the forthcoming emotion) and the samskdra 
or fashioning of the emotion. In the first three, the jndnam takes place, through 
perception, hearsay and guessing. Here the terms drstam , srutam and 
anumanajam have epistemological overtones. However they do not involve 
knowledge and its validity, but merely refer to the introduction of the emotion. 
(See note on Karika 36.) 

The last three examples show how the emotion is built up <sajnskdra>, 
by establishing the relevant qualities of the characters involved - the steadiness 
of the dsraya and the desirability of the visaya , and their repeated encounter. 
In simpler words, the characters involved in an emotion get to know each 
other and renew their mutual relation. (See note on Karikas 36-3Tab.) 

Ex. 1 26-1 37. These illustrate the kindling or uddlpanam of the emotion by 
other circumstances such as the season, and all the examples deal with love, 
(See note on Karika 37cd.) 

Ex. 138-145. These illustrate the conscious anubhdvas or reactions following 
the arousal of emotion. There are only shades of difference between some of 
them. And the example for speaking (ex. 1 44) contains loaded silence! (See 
note on Karika 38.) 

Ex. 146-149. These illustrate involuntary reactions and transient feelings, 
which are both termed sahcarins in anubhdva, (See note on Karika 39.) 

Ex. 1 50-161. These illustrate anubhdva taking the form of Ilia etc., the typical 
feminine mannerisms, especially in love. Vildsa is illustrated by the meaningful 
glances exchanged by MalatVs friends in Mdlatimddhavaml Kutfamitam is 
interpreted slightly differently by Dhanahjaya, In this the heroine pretends to 
be angry when actually she is pleased with the hero’s pulling her by the hair 
etc.. (DR,II,40.) Kriditam is illustrated by the description of Parvatl playing in 
the sand with her friends, in her childhood. It has been included by Bhoja, 
probably to introduce keli, which is also playing, but with the lover. (See note 
on Karikas 40-43.) 

Ex. 1 62-1 73, Karikas 168-169. The examples illustrate held, hdva etc. which 
form part of the behaviour of both women and men who are in love. 
Dhanahjaya conceives of bhdva, hdva and held as three stages in the growth of 
passion, as manifested in the changing manners of the woman in love. 
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(DR,II,33-34.) Bhoja describes held, hava and bhava as desire for dalliance, 
Lhe same expressed in words and its actual occurrence. Cakitam seems to 
have been interpreted as a display of bhaya-vibhrama by the heroine in the 
presence of the hero, by later writers like Visvanathcu (Sahityadarpana,! II, 1 10.) 

The Karikas list the cestas which have been described, and promise to 
show more in the context of vipralambha, (See notes on Karikas 38-43, 53.) 

Prose after Karikd 169. Here Bhoja explains the vipralambha of the various 
types, the accompanying feelings and the anubhdvas taking the form of feelings, 
speech, thoughts, physical actions etc. 

Ex. 1 7 4-1 81 illustrate the state of the man and the woman in purvdnuraga, in 
manamth reason and without reason (mentioned in the definition), in early 
and later pravdsa (mentioned in the definition) and in karuna-vipralambha. 
Most of these examples are from well known literary works. (See Karikas 45- 

50. ) 

Ex.182-185. These illustrate the abhdsa of separation in lower characters 
and creatures. The first two examples have an air of vulgarity. The parting 
speech of the cakravaka and the mournful silence of the elephant are touchingly 
presented. (See note on Karikd 30.) 

Prose after ex. 185. Now Bhoja explains sambhoga. He systematically describes 
union, drawing on Bharata and Dhanahjaya. Bharata describes the pleasant 
settings in which it should be enacted and the sweet gestures which should 
express it. The transient states of laziness, sternness and disgust should be 
avoided here. Dhanahjaya has alluringly described the features of love in union. 
He prescribes the ce§tds such as lila here for the heroine, and catu and other 
ways of pleasing for the hero. But on no account should gramyatd or coarseness 
creep in. (NS, VI,prose after 45; DR,IV,70-7 2.) Bhoja mentions ‘the discarding 
of what should be discarded’ here, probably meaning the transient feelings 
prohibited by Bharata and the gramyatd forbidden by Dhanahjaya. His 
description is meticulous and exhaustive. 

Ex. 1 86-189 illustrate the union after the four kinds of separation. (See Karikd 

51 . ) 

Ex. 190-193 illustrate the point made in the definition that vipralambha adds 
to the charm of the ensuing sambhoga. While the examples for union after 
purvanurdga, mana and karuna are in the nature of general statements about 
them, without the context, the one for union after pravasa, from Meghadutam, 
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presents the union imagined by the yaksa who is parted from his beloved, 
and this is all the more attractive. (See Karika 52.) 

Ex. 194-197 illustrate the sambhoga-abhasa involving lower forms of life. All 
these verses serve to create the atmosphere for srhgdra in Kalidasa's 
Kumarasambhavam, with the setting in of spring. (See note on Karika 30.) 

Ex. 198-209 illustrate the cesta or behaviour of lovers in separation. The last 
four illustrate the shunning of all happy things by parted lovers. We find 
Bhoja treating rasa , especially srhgdra rasa, from numerous angles and 
exhaustively demonstrating every point he is trying to make and every technical 
term he has used. The ideas of anubhava and cesta, naturally overlap each 
other. (See note on Karikas 38-43.) 

Ex.210-221 illustrate cesta in sambhoga in detail, for instance, kissing after 
purvanuraga separation, embracing after karuna separation etc.. The last 
example sums up all cesta in all kinds of sambhoga, and amounts to a charming 
general remark. (See note on Karikas 38-39,53.) 

Ex.222-232 illustrate paristi in vipralambha. i.e. trying to keep close by meeting, 
cherishing memories of each other, sending messengers, writing letters etc., 
by the lovers. (See note on Karika 54.) 

Ex.233-244 illustrate the paristi in sambhoga. Insight into the feeling and 
behaviour of men and women is evident in these, but often expressed with 
artificial exaggeration. (See note on Karika 54.) 

Ex. 245-268 illustrate the features of the four kinds of vipralambha discovered 
in the etymological analysis of the terms vipralambha, purvanuraga, mana, pravasa 
and karuna in Karikas 55- 76. 

The verse (ex.248) illustrating the snatching back of the happiness 
granted, in karuna vipralambha, is followed by the verse from Uttarardmacaritam 
lamenting the treachery committed by fate, which poses benevolence at first 
and then causes suffering. It is a comment on Kausalyd’s fainting, at the words 
uttered b yjanaka, recalling Dasaratha’s friendship. ( Uttarardmacaritam, Act IV, 1 5.) 

Ex.269-294 illustrate the features of sambhoga established by etymological 
analysis in Karikas 77-92. In ex.287 we find the ideas on pravasa expressed 
by Dhanahjaya. Parting caused by an agitation of the mind, and the beloved 
being transformed into an unrecognisable entity, so that, even in proximity 
she is parted from the lover, are brought under pravasa by Dhanahjaya. 
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(DR, IV,64-66.) 

Brief explanations, grammatical and etymological, of prathamanuraga- 
nantara, mandnantara, pravasanantara and karunanantara follow examples 280, 
284, 289 and 294. The object is to establish the extent to which the quality 
of the preceding vipralambha persists in each sambhoga. (See Kdrikds 55-92 
and note.) 

After the last one, there is a long explanation of the compounds 
prathamanuraganantara etc.. Finally Bhoja goes into the futility of distinguishing 
between rudha, yaugika etc. senses of words. His object seems to be to show 
that, although the compounds purvanuraganantara-sambhoga etc. are only put 
together and each part of the compound has its own sense, the compound 
as a whole has a unified import, the experience of early love, of anger and 
reconciliation, etc.. 

Ex.295-3 18 illustrate the prakirnakams or the festivals and other occasions 
for sport and enjoyment, which provide the setting for rasa, chiefly srhgara. 
The verses bring vividly before our eyes the scenes in which love themes have 
been developed. (See Kdrikds 93-96 and note.) 

Ex.3 19-330 illustrate the twelve premaprakaras or types of attachment, nitya- 
naimittika, samanya-visesavan etc., distinguished on various bases. (See note on 
Kdrikds 97-98.) 

Ex.331-342 illustrate the various stages in the development of mutual love, 
starting from pleasure in each other’s appearance. While the kdmdvasthas 
only describe the state of the lovelorn hero or heroine, pining for the other, 
the stages of premapusti describe these as well as the gradual growth of the 
love relation, including such states as lajjavisarjanam. (See note on Kdrikds 
99-100 and ex.8.) 

Ex.343-346 illustrate the hero, adversary, minor hero and the second hero. 
(See note on Kdrikds 101-106.) 

Ex.347-350 illustrate the heroine, her rival, minor heroine and the second 
heroine. (See note on Karikas 101-106.) 

Ex,351-354 illustrate the semblance of hero and heroine. All of them are in 
the nature of poetic fancy. (See note on Karika 30.) 

Ex.355-357 illustrate the different grades of chief men characters in the 
possession of heroic qualities, uttama, madhyama and kanistha (adhama in the 
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definition). (See note on Karika 107.) 

Ex.358-360 illustrate the different temperaments, sdttvika, rdjasika and 
tamasika of chief men characters, not very successfully. (See note on Karika 
108.) 

Ex.361-362 illustrate the polygamous and monogamous heroes. The first, 
describing the plight of the hero whose attention is awaited by a number of 
women, in an amusing manner, is quoted by Dhanika also. The second verse 
from Uttarardmacaritam presents the famed fideli ty of Rama in an endearing 
manner. (See note on Karika 108.) 

Ex.363-366 illustrate the four types of nayaka, dhlroddhata etc.. The dhiroddhata 
type conforms neither to Bharata’s conception nor to Dhananjaya’s. While 
Bharata considers the gods as dhiroddhata, Dhanahjaya describes this type ol 
hero as a haughty, fierce person, given to magic and trickery, fit to play the 
role of adversary. (See note on Karika 109.) 

When Bhoja describes the pratinayaka as ‘ uddhatd , he means a haughty 
man. When he speaks of uddhata rasa, he is referring to a healthy self-esteem 
or garva, developed into rasa. In the concept of dhiroddhata nayaka, ‘uddhata’ 
seems to mean Vehement’. 

Ex.367-370 illustrate the different grades of civility displayed by nayakas to 
their wife. Anukula is interpreted as ‘faithful’ by Dhanahjaya. Since Bhoja makes 
another classification of husbands, into ananyajani and sadharana, he uses 
‘anukula ’ to describe the hero who is considerate to his wife. The example 
however illustrates fidelity. (See note on Karika 109.) 

Ex.3 71-373 illustrate superior, middling and low ndyikds. The first is a general 
description of the superior heroine. (See note on Karika 1 10.) 

Ex374-376 illustrate the mugdhae tc. types of wife, based on age and artfulness. 
(See note on Karika 110.) 

Ex.3 7 7-3 78 illustrate dhira and adhira types of heroines based on their ability 
to nurse anger. The first is in the nature of a general statement Dhanahjaya 
conceives of these differently, as expressing anger in a controlled or impetuous 
manner. (DR, 11,17-18.) (See note on Karika 111.) 

Ex.379-380 illustrate atmiya and parakiya, one’s own and another’s woman. 
Glimpses of these types seem to be lively in free verse, but far removed from 
Bharata’s rasa. (See note on Karika 111.) 
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Ex.381-384 illustrate the different types of heroines based on marital status. 
(See note on Karikd 111.) 

Ex.385-388 illustrate uddhata, udatta, santa and lalita types of heroines, thought 
up probably to correspond with the dhlroddhata etc. types of heroes. These 
examples come nearer to the dhira types described by Dhanahjaya, (See note 
on Karikd 112.) 

Ex.389-391 illustrate samanya etc. types of heroines, who do not have any 
counterparts in the hero types, and who do not seem to provide scope for 
much development in poetry. (See note on Karikd 1 1 2.) 

Ex.392-394 illustrate the types of common woman. Not merely the woman 
who is accomplished in the arts, but also the one who possesses only the 
asset of beauty and the one who can play the coquette, seem to have been in 
the profession. (See note on Karikd 113.) 

Ex.395-402 illustrate the khandita and other heroine classes based on the 
situations in which they are puL (See Karikds 114-1 20.) 

Ex.403-404 illustrate the minor male characters, s'akdra and lalaka, (See note 
on Karikd 121.) 

Ex.405-406 illustrate the chief advisor or pithamarda of a nayaka, in the 
characters of amdtya and pasanda, The first is from Mahdviracaritam, in which 
the story is told partly from Ravana’s angle. In the second, Bhairavananda is 
the pasanda. who brings Karpuramanjari before the king, using his powers or 
siddhis , in Rajasekhara’s Karpurafnanjari (See note on Karikd 121.) 

Karikd 1 70, ex.407-408 define and illustrate vidusaka and vita. (See note on 
Karikd 121.) 

Karikd 171 describes the minor characters who have a prominent role in 
episodes - pataka, apatakd and prakari. Apatdkd is a new term, used by Bhoja 
for the adversary’s assistant. The pataka is the hero’s helper in the pataka or 
episode, who is also benefited sometimes. The prakari is an incident, of shorter 
duration than the pataka, in which only the hero’s aim is pursued. The hero 
of the prakari is termed prakari by Bhoja. (See note on Karika 121.) 

Ex.4 10-4 1 1 illustrate pataka etc.. Bhoja finds a good example of his dpataka 
in Mdrica, But the verse is only a summary of events which could be developed 
in pataka and prakari. Jatdyu’s effort to stop Rdvana’s abduction of Sitd seems 
to have been a well known example of prakari. (See note on Karikd 121.) 
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Karika 172ab speaks of three types of friends of the heroine, of the same 
age, elderly and incidental. This classification seems to be Bhoja’s own. As is 
common in Samskrta treatises, the classification is not on a single basis. (See 
note on Karika 121.) 

Ex.412-414 illustrate the three types of friends of the heroine. Lavangikd is a 
dear friend of Malati Kamandaki is an elderly well-wisher of Malatl Trijata is a 
friend on an occasion to Slta. 

In illustrating minor characters, the names such as Hanumdn and 
Lavangikd have been mentioned by Bhoja in introducing the examples. 

Ex.4 15-426 illustrate the endowments of the hero. Even Srhgdratilaka which 
illustrates every idea put forth, does not give examples to demonstrate the 
high birth, status, courage etc. of the hero. (See note on Kdrikas 122-123.) 

Ex.427-438 illustrate the endowments of the heroine. (See note on Kdrikas 
122-123.) 

Ex.439-441 illustrate the different kinds of paka or pdkabhakti Since Bhoja 
does not define paka here, one has to infer what he has in mind from the 
illustrations and the names given to the pakas - mrdvika, ndrikeli and dram, 
and their different kinds of tastes. He seems to mean the different ways in 
which the development of love in poetiy provides relish here. Dr. Raghavan 
refers to twelve kinds of premapaka forming the fourth and last, stage of sambhoga 
of humans, described as prakarsa and samyak, in Srngdraprakasa; all the twelve 
names are however not available, ( Bhoja’s Srngara Prakdsa, pp.65-66.) 

The term paka has been used earlier in explaining the s'abdaguna, praudhi 
(Ch. I), and there it stands for the familiar idea of ripeness or maturity in 
expression. (See note on Karika 124.) 

Ex.442-444 illustrate the different ‘dyes’ of love or rdgabhakti, in terms of 
which the fastness and delightfulness of love have been conceived. (See note 
on Karika 124.) 

Ex.445-447 illustrate the vydja-bhakti - concealment, pretext and defence, 
resorted to by the erring lover. (See note on Karika 125.) 

Ex.448-450 illustrate the udarka-bhakti or the three ends of life - dharma, 
artha and kdma, binding a couple together. (See note on Karika 125.) 

Prose after ex.450. Bhoja now explains the ndndlankara-samsrsti, included as 



one of the contributors of rasa to poetry in Karika 1 1 . In the definition of 
this samsrsti in Karika 126, Bhoja has already indicated that rasa is to be 
included in it. Now he explains that ndnalankara-sankara means the combining 
of gunas, rasas and alankaras in poetry. 

Bhoja quotes Dandin to justify the inclusion of gunas in ndnalankara- 
sankara. (HADJI, 1,3.) Dandin asserts that anything that contributes to beauty 
in poetry is alahkara, while introducing the figures of speech which are usually 
referred to by this term. Some contributors to beauty have already been 
spoken of, in trying to distinguish between the styles (Vaidarbhi and Gaudi), 
he adds, meaning thereby the ten gunas. Bhoja quotes this list of gunas too in 
Dandin''s words. (KAD,I,4 1-42.) He adds that since Dandin has admitted that 
features giving beauty to poetry are ever being discovered and cannot be 
exhaustively listed, any other gunas would also come under this ‘ alahkara \ His 
own long list of gunas is justified in this manner. 

He goes on to justify the inclusion of rasa also in this alahkdra-sahkara. 
For this he takes up Dandin’s definition of the three alankaras- preyas, rasavat 
and urjasvi (KAD,II,275.) He finds rasa taking birth as pride, in a situation 
calling for valour, and culminating in a declaration of supreme self-esteem 
in urjasvi In rasavat, he finds the middle stage of development, i.e., as emotion, 
such as rati in the vibhava-anubhava etc. format. In preyas he sees the ultimate 
development of emotion into rasa, which he regards as the peak of alahkara 
or beauty. (Dr. Raghavan takes Bhoja to refer to the peak of ahahkdra here. 
‘Bhoja'’s Srhgdra Prakdsa’, p.400.) 

Bhoja uses the term ‘ yuktotkarsand in Dandin to distinguish between the 
set of gunas aurjityam, bhdvikattvam and preyas (which he has added to the list 
of ten gunas), and the corresponding set of alankaras - urjasvi, rasavat and 
preyas (mentioned by Dandin ). Dr. Raghavan points out that, by this phrase, 
Dandin simply meant ( alankaras ) ‘at a higher level’, and that Bhoja tries to 
draw out the notion of development or heightening from it (Bhoja’s Srhgdra 
Prakdsa, p.400) 

Bhoja explains that the same three are gwnerwhen they have not reached 
heightening, but 1 yuktotkar$ani, they become alahkara. We have already seen 
several instances of the same term denoting a guna as well as an alahkara, e.g., 
samadhi, bhdvikam, gati, riti, ukti, in the earlier chapters. 

Bhoja goes on to justify the use of the same term, for instance rasavat, in 
the two senses, guna and alahkara, with the help of grammar. This supports 
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his interpretation of i yuktotkarsard as the heightening of a guna into alankdra. 

He conceives of a mixture of gunas under the classes ‘ sajdtiya’ and 
‘vijatlya\ i.e., the sankara of sabdagunas or arthagunas or dosagunas alone or their 
inter-mixture. The sajdtiya and vijatlya classification can be traced to the 
distinction Udbhata makes between the sankara of only sabdalankaras or only 
arthdlankaras , and that combining both. (KASS,V,k. 1 2.) Bhoja terms some gunas 
of each of the three types, ‘ sollekha and some ‘ nirullekhd . But. it is not clear 
what he means by these terms. Sollekha seems to refer to emphasis or 
highlighting. (See note on karika 126.) 

Ex.45 1-453 illustrate sajdtiya guna-sahkara, of sabdagunas alone, of arthagunas 
alone and of dosagunas alone. 

Ex.454-456 illustrate the asajatiya or vijatlya guna-sahkaras, i.e., sabdaguna- 
arthaguna, sabdaguna-dosaguna, arthaguna-dosaguna. 

Prose before ex.45 7, Bhoja has already spoken of alahkdra-sahkaras in chapter 
IV, classifying them into loose mixtures and fusions, as Rudrata does. Here 
he deals with alahkdra-sahkaras from another angle, classifying them on the 
lines of the guna-sahkaras, sajdtiya and vijatlya. 

Ex.457-462 illustrate the alahkdra-sahkaras, the six combinations of s'abda-, 
artha- and ubhaya-alahkdras. 

Prose before ex.463. jJAo/a justifies the notion of guna-alahkdra sankara, saying 
that even though only in gwrca-filled poetry alankdra can find a place, the two 
can be found in a principal-subordinate relation. Here alankdra is not used 
in the sense of ‘the peak of perfection’, seen earlier, but in the sense of 
adornments. 

Ex.463-465 illustrate guna-alahkdr a sahkaras where the gunas are principal. 
Ex.463 illustrates the presentation of alankdra by the operation of dhvani in 
Dhvanyaloka. In interpreting the restless waves of the ocean as a series of 
conjectures entertained by it, the king addressed is identified with Vmu and 
Rama in metaphor. This metaphor is not presented in so many words but 
through the thoughts attributed to the ocean. (DA,p.91-92.) 

But Bhoja interprets this verse as the superimposition of the person of 
Visnu on the king addressed and calls it the samadhi (guna). In chapter IV the 
same verse is cited to illustrate the alankdra called samadhi. Both as guna and 
as alankdra, samadhi is defined as the superimposition of the qualities, 
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behaviour etc. of one thing on another. 

Prose and verses after ex.465. Bhoja tries to justify the prominence of a guna 
in comparison with an alahkara, when, by definition, guna has been established 
as basic to expression, the unobtrusive background against which alankaras 
can shine. 

The six verses he quotes after this passage seem to establish the 
fundamental nature of gwmwand the entry of alankaras after securing gunas in 
poetry. The three verses defining the Vaidarbhi, Gaudi and Pancali ritis are 
found in Vamana with slight variation in reading. (KASV,I,1,1 1,12,13, verses.) 
The fourth verse about madhuryam is from Bhamaha. (KAB,II, 1.) The last verse 
is also from Bhamaha, with the major alteration of ‘yamakam’ to * ayamakam 
Bhamaha describes the good yamakam with this verse. (KAB, 11,18.) Bhoja is 
using it to stress the basic possession of ^wna^and the avoidance of yamakam 
and other peripheral ornaments. 

But in spite of their being in the background for alankaras to shine 
forth, some gunas themselves catch the reader’s attention. The dosagunas are 
especially striking, as they are do$as employed for a specific purpose. 

Ex.466. This verse seems to be aimed at establishing through analogy, the 
possibility of guna being more prominent than alahkara in an expression, 
especially a dosa-guna, 

Ex.467-469 illustrate the guna-alahkdra sahkaras in which the alahkara is 
prominent 

Prose before ex.47G. Bhoja introduces rasa-sahkara, saying that it is similar to 
the alahkara-sahkara (dealt with in Ch. IV). Rasa-sahkara is the mixture of bhdvas, 
rasas, their abhasas,prasama etc.. 

The entry of several bhdvas ; even other major emotions, as passing states 
in one rasa, has already been observed in the exposition of the sahkara 
occurring in redevelopment Bhoja’s purpose in analysing rasa-sahkara in a 
framework similar to alahkara-sahkara seems to be to examine expressions 
which reveal mixed feelings, highlighting the mixture, rather than the basic 
emotion which serves as their background. 

Ex.470-473 and ex.475-476 illustrate the six types of rasa-sahkara, viz. 
sesamum-rice etc.. 

Prose after ex.473, verses, ex.474. These explain the use of the ‘ kari affix in 



Chapter Five - Notes 


1287 


the example to mitigate the censure expressed. Bhoja digresses to demonstrate 
the achievement of praise through censure and vice versa. 

Prose and verses before ex.477. Introducing the rasa-guna-sahkara, Bhoja points 
out that when guna and rasa are accomplished in a single effort, without 
manoeuvre, sahkara cannot be spoken of. (Now sahkara means, not merging, 
but mixture.) The emergence of alahkaras along with the rasa, in a single 
effort, is emphasised by Anandavardhana, as belonging to dhvani or true poetry 
(DAJI, 16.p.58.) 

Bhoja quotes verses from Dandin and Anandavardhana to show the 
inseparable relation of gunas with rasa, i.e. madhuryam with rasa, especially 
with srhgdra and karuna rasas, ojas with raudra, and prasada with all the rasas. 
(KAD,I,5 1,62; DAJI, karikds 7,8,9,10.) This is patchwork reasoning, because 
Dandin is referring to rasa, not in the sense of the portrayal of emotion here, 
but merely in the sense of delightfulness. Anandavardhana Everses are sufficient 
to establish his point 

For his part Bhoja points out that just as some gunas serve some rasas , 
some rasas serve some gunas, and here too sahkara is inconceivable. The gunas 
he cites to prove his point are all defined in terms of feeling. But where the 
two are achieved by separate effort and mix with each other, sahkaras like 
rice-sesamum, milk-water and image-mirror are possible. Here too he brings 
in the three types - guna-pradhana, rasa-pradhana and ubhaya-pradhana. He 
adds another, ubhaya-apradhana, and carrying the idea of pradhana’ to 
‘numerical excess’, he speaks of rasa-adhika and guna-adhika types too. 

Ex.477-482 illustrate the above six types of rasa-guna sahkara. In his comment 
on ex.479, Bhoja describes the sahdaguna slesa as samvidhane susutratd, which 
phrase he has employed to define the arthaguna of the same name. Whatever 
his purport might be, this is a favourite expression. He speaks of samvidhane 
susutratd again, while advocating the incorporation of guna, after illustrating 
the avoidance of prabandha-dosa. (Prose after ex.502.) 

In his comment on ex.482, Bhoja counts twenty rasa elements, sthayi, 
vyabhicari and sattvika. One of these is utkarsa ! 

Karikds 173-175 and prose. Bhoja introduces rasa-alahkara sahkaramth a kdrika 
from Dhvanydloka and verses from the vrtti, which speak of the alahkaras 
which would fall under dhvani and others which would be merely < citra > , 
because of the presence of rasa or its absence. (DA.p.60,58,248.) 
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Bhoja changes the readings materially, leaving out the words ‘dhvani’ 
and ‘citra’ to suit his purpose, in explaining the sahkara of rasa and alahkara. 
What Anandavardhana designates as rasavat alahkara, i.e., a rasa serving an 
expression as an alankara, Bhoja'would interpret as a sahkara in which the rasa 
is not prominent, and the puiport of the verse, or some guna or alankara 
pushes it to the background. 

Bhoja explains the prominence of rasa in a rasa-alahkara-sahkara in this 
way. If an alahkara finds place in the words of the character undergoing the 
emotion, rasa would be prominent, as the expression would constitute the 
anubhdva in the form of speech and would be charged with feeling. If the 
emotion is described by a character or narrator not undergoing the emotion, 
the alankSra in the expression would be prominent, because the emotion is 
not direcdy being experienced by the speaker. He recognises the need for 
the vibhava-anubhava format for the accomplishment of rasa, without calling 
it dhvani and without attributing to language another mode of signifying called 
vyahjand, 

Ex.483-488 illustrate the sahkaras of rasa and alahkara in which rasa is principal, 
as the expressions fall in the vdgdrambha-anubhava of characters. Bhoja makes 
six illustrations just to match the number of illustrations in the other sahkaras . 

Ex.487. Anandavardhana presents this verse to illustrate the alahkara which 
emerges in a rush of feeling and so becomes a limb of the rasa and an 
instance of dhvani with undiscerned sequence in the grasping of the surface 
sense and the feeling import (DA,p.58.) He studies the impression produced 
by the verse and judges that the verse must have arisen at one stroke with the 
emotion contained in it Bhoja follows the line of Bharata and Dhanahjaya and 
analyses the verse as an anubhdva and therefore replete with feeling. Both are 
agreed that the verse (from Amarusatakam ) is a superior creation laden with 
feeling. 

Prose before ex.489. Bhoja speaks of two kinds of alahkaras, one employing 
straight expression ( svabhavokti ) and the other contrived expression ( vakrokti). 

He consistently interprets svabhavokti as a natural manner of depiction, 
and here the illustrations are the alahkaras jati, hetu etc., which employ this 
mode of expression. This is similar to the vastavam class of artha-alahkaras 
distinguished by Rudrata, from the other classes of aupamyam, s'lesannd atisaya. 
KAR, VII,9-1 2.) 
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Ex.489-494 illustrate alankara-rasa sankara in which alankara is prominent. 


Prose before ex.495. Bhoja now demonstrates that in some alahkara-pradkana 
alankara-rasa sahkaras, by the power of alankaras such as slesa, rasas which are 
not present in the expression are also brought in, and merged with the 
prevalent rasa. 

Ex.495-500 illustrate the power of alankaras to bring in rasas and rasabhasas 
which are not there in the expression and mingle them with its rasa. 

Ex.497. This verse is employed by Anandavardhana to illustrate rasa serving 
as alankara. (DA,p.44.) In this, Bhoja shows how, by means of s'lesa and upamd, 
vipralambha-srngara is brought into the karuna-rasa expressed. But both are 
subordinate to the praise of Siva which is the main purport of the verse. This 
Bhoja points out in Chapter I, where he has cited the same verse. (Ex. 192.) 

In his comments on these sankara illustrations, often Bhoja uses the 
term rasa to denote some element of rasa. Transient feelings, involuntary 
reactions, why, even an idea like heightening <utkarsa> is counted as rasa. 
(Comment on ex.482.) This appears to be a loose use of the term rasa rather 
than evidence of a theory that potentially all bhdvas, sthdyi, vyabhicari and 
sdttvika, can be developed to a state of rasa, which Dr. Raghavan attributes to 
him in the present work, and to Rudrata. (Bhoja’s Srngdra Prakasa, p.404-406, 
p.662.) We have already seen that he uses the terms rasa and bhdva 
indiscriminately. (See note on ex. 15; karika 163.) Besides, he points out that 
sattvika-bhavas serve another feeling and cannot be developed independently. 
{Bhoja’s comments on ex.24-29.) 

Karika 176 and ex.501-502 are all from Dandin. (KAD,II,360-362.) Bhoja has 
already dealt with the sankara or sarnsrsti of alankaras in chapter IV and also in 
this chapter. Now the focus seems to be on the justification for alahkdra- 
samsrsti. Dandin does not think that the combination in which the alankaras 
have equal status, needs any explanation. But Bhoja feels that different 
alankaras cannot enter into combination sharing equal importance, and so 
brings in rasa, to keep them together as its aids. 

Ex.502, prose, karikas 177-179. This verse describes the darkness of the 
night, which serves as an uddipana-vibhava in a scene in Mrcchaka\ikam. Dandin 
has examined this verse to show the difference between utprek^d and upamd, 
both expressed by the phrase ‘iva’ here. Bhoja elaborates Dandin’s explanation 
of the same, and concludes with the verses from Dandin. (KAD,11,227-234.) 
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Bhoja brings in his own views on the vrttis or modes of signifying 
possessed by language, in the course of this explanation. He sees the laksana 
vrtti operating in ‘hamlet on the Ganga and emphatically asserts that no vrtti 
beyond the three - mukhyd, gaunt and laksana, is required here. The operation 
of the vyanjand vrtti (to explain the impression of holiness and purity) in 
these words, is probably what he is disputing here. 

Prose after kdrikas 17 7-1 79. As already pointed out, Bhoja extends the sahkara 
idea to the whole prabandha, perceiving it in the changes made in the 
traditionally handed down stories, avoiding ‘ anaucityd or impropriety in 
handling them in poetry. (See note on kdrika 1 26.) Anandavardhana has had 
much to say about the guidance of aucitya in the presentation of a theme. 
Applying the term ndnalahkara-sahkara here, Bhoja is interpreting it as endowing 
poetry with guna, rasa and alahkara, in the general sense of excellence, delight 
and beauty. And the means to this is the deft handling of the story, making 
suitable alterations in traditionally handed down themes. 

Verses before ex.503. Bhoja has mentioned ‘ caturvrttyahga-sampannarri as one 
of the rasa-serv ing features of prabandha in kdrika 127. Now he elaborates the 
role of vrtti in the depiction of emotion. Vrtti or style of action is closely 
related with the development of rasa in drama. Bhoja introduces the four 
vrttis - Bharati, Arabhati, Kais'iki and Sattvati, and illustrates the four ahgas of 
each, in verses from plays as well as from great poems. 

The verses defining the vrttis are from Bharata, with slight changes, 
inspired by Dhanahjaya. The verse taken by Bhoja for describing the Arabhati 
vrtti is given within square brackets in the G.O.S. edition of Natyasastram. 
Dhanahjaya’s description corresponds with this verse. (NS, XX,26,65,53,4 1; 
DR, 11,56.) 

Bhoja has described vrtti as the unfolding, shrinking, expanding or tossing 
of the mind in Chapter II. There he has illustrated the Kaisikl and other vrttis 
as the presentation of a tender import in a delicate mould, of a violent one 
in a firm mould etc.. There his concern was to relate the vrttis chiefly to 
verbal expression. Now he takes up the conducting of the dramatic action or 
narration in different styles, to suit the emotion portrayed. The ahgas of the 
various vrttis are the various possible actions in which the rasas for which 
they are meant can be developed, 

Ex.503-510 illustrate the ahgasprarocand, prastdvana, vithi and prahasana of 
the Bhdratl vrtti. Bharata describes the ahga called prastdvana or dmukha as 
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consisting of the five procedures which Bhoja puts under the ahga called 
vithi The confusion must have occurred because two of these procedures 
belong to vithi also and Bharata prescribes the optional employment of 
vithyangas in dmukha. (NS,XX,30-33.) Vithi and prahasana are not described 
as vrtti-ahgas separately by Bharata, but he refers us to his description of 
vithi and prahasana as types of drama in an earlier chapter. There vithi is 
described as consisting of thirteen ahgas. Prahasana is described and classified 
in terms of the characters to be portrayed. (NS,XX,39; XVIII, 101...) Bhoja’s 
examples correspond in general to Bharata’s description. Therefore, both 
prastdvand and the five ‘ahgas of vithi’'are illustrated as introducing the dramatic 
theme. Prahasana corresponds in spirit to Bharata’s conception. 

Ex.511-514 illustrate the ahgas of Arabhafl vrtti. Bhoja brings in magic in 
describing sahksiptikd, but Bharata describes it as presenting-(objects and 
creatures which cannot be presented on stage in reality, by making) models 
and other stage props. (NS,XX,68.) The example Bhoja gives is from 
Raghuvams'am. It is a description of the abduction of Sita which is 'sahk^ipta’m 
the sense of brevity, but if it were to be presented by elaboration on stage, 
would require sahkyiptaka in Bharata’s sense. The other ahgas are described, 
following Bharata, It is in the vastutthdpanam that Dhanahjaya mentions magic 
and conjuring, but Bhoja’s illustration literally follows Bharata’s definition here. 
(DR,II,59; NS.XX.70.)). 

Ex.515-518 illustrate the ahgas of Kaisiki vrtti. The descriptions introducing 
them follow Bharata generally. But narmasphota is conceived of differently. 
For Bharata and Dhanahjaya it seems to have stood for the slight indication of 
a lovestruck state. (NS,XX,60; DR,II,51.) Narmagarbha which is generally 
illustrated by examples of impersonation from drama, is aptly demonstrated 
with Siva’s approaching Parvati, dissembling as a student, to test her 
attachment, in Kumdrasambhavam. All the examples have the lightness of 
humour which Bharata associates with narma. 

Ex.519-522 illustrate the ahgas of Sattvati vrtti, following Bharata’s descriptions, 
(NS, XX,44-50.) This vrtti also seems to consist of vigorous action, but here 
conflict seems to be charged with feeling and righteousness, rather than with 
the magic and spectacle of Arabhati vrtti. The throwing of challenge and 
exchange of fiery words are illustrated well. 

Prose after ex.522. Bhoja now explains the phrases ‘catura’e tc. in the kdrikds 
127-129 which enumerate the features of the prabandha which foster rasa. 
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He uses the term aiiga also for sandhi. He analyses a single verse into the 
different junctures, mukha etc., of prabandha, to present them in a nutshell. 
The point he seems to be making is that, in the short span of a single verse, 
the whole story of an emotion can be packed. This he demonstrates by 
structural analysis. The dhvani advocate would attribute the effect produced 
to the evocative power of the expression. 

Ex.523 illustrates the presenting of a whole stoiy in a single verse. But so 
much has been put into a single verse only to praise the benign power of the 
river. These are the words addressed by Rama to the holy Gahga in 
Uttararamacaritam. He is beseeching her protection for Sita, whom he is 
unaware he is going to banish soon. 

Prose after ex.523. Rhoja explains the various phrases in his description of 
sargabandha, which he has chiefly incorporated from Dandin, in his karikas 
130-137. 

Daridin excuses the poet’s failure to include all the features he has 
described, so long as the quality of the features which have been taken care 
of meets with the approval of the learned. (KAD,I,20.) Bhoja is probably 
elaborating this idea when he says that, even if cities are not described, so 
long as the places and activities which have relevance to the purujartha of the 
work find a place in the descriptions, there is no harm done. He makes a 
rare critical remark when he states that all other descriptions are unnecessary 
and only form the body of the poem. 

Dandin also remarks that, establishing the character of the adversary at 
first and then showing his overthrow by the hero, is a strategy which appeals 
to him. (KAD,I,22.) Bhamaha expresses the diametrically opposite view, but 
he uses the term ndyaka, and not ripu, which means that the character whose 
greatness is established first, enlists the sympathy of the reader, and is 
automatically the hero. (KAB,I,22.) By interpreting ‘pleases us* as expressing 
the superiority of this mode, in the ‘author’s’ opinion, Bhoja tacitly sides 
with Dandin. 

Concluding verses - Bhoja asserts once more the prominence he has accorded 
to the fjmgara rasa in this work. The same verses conclude his other work, 
$rhgdraprakas'a, in which he has elaborated the depiction of love in poetiy in 
even greater detail. 



Bibliography 

Early Works on Language and Grammar 

Astadhyayi of Pdnini, The, ed. & tr. into Eng. by S.C. Vasu, Vol. I & II, pub. 1891, 
reprinted Motilal Banarsidass, 1962. 

Ashtadhyayisutrapalka with Ganas and Varttikas, ed. pub. S. Chandrasekhara Sastrigal, 
Trichinopoly, 1912. 

Jaiminisutravrttih , Subodhini, RSmes'vara Suri, pub. Banares, 1923. 

Kdsika (Vrtti on Astadhyayi) by Vamana andjayaditya, Vol. IV, ed. with Hindi exposition 
byjaya Shankar Lai Tripathi and Sudhakar Malaviya, pub. Pracyabharatl-granthamAla 
- 20, Varanasi. 

Sabarabhasya trans. into Eng,, Ganganathjha, Vol. I, pub. Oriental Institute, Baroda, 
1933, reprint 1973. 

Sarasvatikantkabharana of Bhojadeva (work on grammar), ed. T.R Chintamani, pub. 
University of Madras, 1937. 

Vydkarana-Mahabhajya, Patanjali’s, TatpurusAhnika (P.2.2.2-2.2.23), ed., tr. by S.D. 
Joshi & J. A. F. Roodbergen, pub. University of Poona, 1973. 

Yaska’sNirukta andNighantu, Parts I, II, ed. Agnihotram Ramanuja Tatachariar, pub. 
Sarasvati Mahal Library, Thanjavur, 1973-74. 


Old Works of Poetry 

Abhijhanasakuntalam of Kalidasa, ed. tr. M.R Kale, pub. Motilal Banarsidass, Tenth 
edition, 1980. 

Amarus'atakam, collected & translated into Hindi by Kamales'adatta Tripathi, ed. 
Srikrsna Dasa, pub. Mitra PrakAsan, Allahabad, 1961. 

Bhatli-kavyam (Text with English Translation and Notes) Maheshwar Anant 
Karandikar, Shailaja Karandikar, pub. Motilal Banarsidass, Delhi, 1982. 

Bhojaprabandha o/Ballala, ed. V.L Panasikar, pub. NirnayasAgar Press, Bombay. 


1294 U<Wdl 

G&tha-Saptasati of King Hala, ed.& tr. Radhagovind Basak, pub. The Asiatic Society, 
1971 . 

G&thd Saptasati, The , ofSatavahan Hall, with new Literal Sanskrit Transliteration and 
Commentary by MathuranAth Sastri, pub. Nimaya Sagar Press, 1933. 

Hanumanndtaka by Sri Hanuman, ed. with Sanskrit and Hindi Commentaries by 
Jagadisha Mishra, pub. Chowkhambha, Haridas Sanskrit Series 271. 

Karpuramahjari of Rajas'ekhara with Sanskrit & Hindi Commentaries, pub, Motilal 
Banarsidass, 1979. 

Kirdtdrjuniyam, Cantos I-III, Text with Commentary etc. by M.R. Kale, pub. Motilal 
Banarsidass, 1966. 

Kirdtdrjuniyam of BhAravi with commentaries by Pandit Adityanarayan Pandey, pub. 
Chowkhambha, 1980. 

Kumdrasambhava of Kalidasa with Commentary, ed. tr. with notes by M.R Kale, pub. 
Motilal Banarsidass, Seventh edition, 1981. 

Mahdndfakam of Hanuman, ed. Ramtaran Siromani, pub. Sucharu Press, Calcutta, 
1870. 

Mahdvlra-caritam by Bhavabhuti, ed. with Intro, and Notes by Todar Mall, pub. Oxford 
University Press, 1928. 

Malatlm&dhava of Bhavabhuti, Eng. tr. by M.R Kale, pub. Motilal Banarsidass, 1967. 

Mdlatlmddhava of Bhavabhuti with commentary Rasamaftjarl of Purnasarasvatl, pub. 
by Mahamahopadhyaya Mahadeva Sastri, University Manuscripts Library, 
Trivandrum, 1953. 

Malatxm&dhavam with Commentary, ed. M.R Telang, Vasudeva Sharma, pub. Nimaya 
Sagara Press, Bombay, 1936. 

Meghaduta, The, of Kalidasa with Commentary, ed. tr. M.R Kale, pub. Gopal Narayen 
& Co., Bombay, 1947. 

Mrcchakafika, The, ofSudraka, ed. & tr. M.R Kale, pub. Booksellers’ Publishing Co., 
Newed. 1962. 

Mudrdrdkfasam, Visakhadattapranltam, Hindi trans. etc. by Pushpa Gupta, pub. Eastern 
Book Linkers, Delhi. 

Raghuvama of Kalidasa, ed. Venkataraghavacariyar, pub. V. Ramaswamy Sastrulu & 
Sons, Madras, 1941. 



Bibliography 


1295 


Ratnavali Sri Harsa Deva’s, ed. Ramnarayan Sastri, pub. Sugandharam Publications, 
Pudukkottai, 1978. 

Ravanavaha-Mahakdvyam of Pravarasena, ed. Radhagovinda Basak, pub. Sanskrit 
College, Calcutta, 1959. 

Sarngadhara Paddhati compiled by SArngadhara, ed. Dr. Peter Peterson, pub. 
Chaukhamba Sanskrit Pratishthan, Delhi, 1987. 

Setubandha, Pravarasena’s, trans. in Eng. Krishna Kant Handiqui, pub. in Prakrita 
Text Series No. 20 by Prakrit Text Society, Allahabad, 1976. 

tiisupalavadha, The, of Magha with commentary, ed. by Pandit Durgaprasada and 
Pandit Sivadatta, pub. Nirnaya SAgara Press, Bombay, 1914. 

Uttar aramacarita, Rhavabhuti's, English Notes and Translation by C. Sankara Rama 
Sastri, pub. The Sri Balamanorama Press, Madras, 1936. 

Venisamhdram, Bhatta NArAyana’s, ed. with tr. etc. by G.V. Devasthali, pub. Booksellers’ 
Publishing Company, Poona, 1953. 

Viddhasalabhanjika of Rajasekhara with Hindi Commentary by Pandit Ramakant 
Tripathi, pub. Chowkhambha Vidyabhavan, Varanasi, II ed. 1990. 

Vikramarvasiyam of Kalidasa with Three Commentaries, pub.The Sanskri t Academy, 
Osmania University, Hyderabad, 1966. 


Early Works on Poetry 

Alahkdrasangraha of AmrtAnandayOgin, ed. Pandit V. Krishnamachaiya and Pandit 
K. Ramachandra Sarma, pub. The Adyar Library, Madras, 1949. 

Aucityavicdracarcd of Ksemendra, trans. and com. SrlnArAyana Simha, pub. Harihara 
Prakasan, Sri RAstrabhasA VidyAlaya, Ramanagar, Varanasi. 

Dasarupa, The, A Treatise on Hindu Dramaturgy’ by George O. Haas, pub. Motilal 
Banarsidass, 1962. 

Dasarupaka, The, of Dhanafljaya with the Avaloka ofDhanika and LaghupkA of Bhatta 
Nrsimha, ed. with Introduction and Notes by T. Venkatacharya, pub. The Adyar 
Library and Research Centre, Madras, 1969. 

Dhvanydloka, Anandavardhana’s, ed. tr. K. Krishnamoorthy, Kamatak University, 
Dharwar, 1974. 

Dhvanydloka, The, of Sri AnandavardhanacArya with The Locana ... of Sri 




1296 

Abhinavagupta and The PrakSs'a Hindi tr, etc. byjagannath Pathak, Chowkhambha, 
Varanasi, 1965. 

K&vyddarsa of Dandin, Sanskrit Text and English Translation by S.K. Belvalkar, pub. 
The Oriental Book-Supplying Company, Poona, 1924. 

Kdvyddarfa of Mahakavi Dandl, ed. with ‘Prakasha’ Sanskrit and Hindi Commentaries 
by Ramaehandra Mishra, pub. Chowkhambha, III edn. 1984. 

Kavyalankara of Bhamaha, ed. tr. & notes P.V. Naganatha Sastiy, pub. Motilal 
Banarsidass, II ed. 1970, 

Kdvydlankdra of Rudrata with Namisadhu’s Commentary, pub. Motilal Banarsidass, 
1983. 

Kdvydlankdra of Rudrata with the Sanskrit Commentary of Namisadhu, ed. with 
Hindi commentary by Pandit Ramdeva Shukla, pub. Chowkhambha Vrdyabhavan, 
Varanasi, 1989. 

Kdvydlankdra-sdra-sangraha of Udbhata with Laghuvrtti of Induraja, ed. with 
Introduction etc. by Narayana Daso Banhatti, pub. Bhandarkar Oriental Research 
Institute, Poona, 1925. 

Kdvydlafikdrasutrdni (Vamana’s) with his own Vrtti, ed. Srinarayanarama, pub. Motilal 
Banarsidass, 1983. 

KdvydlatikdrasQtravrttiofV&mana with Extracts from Kamadhenu, ed. Narayan Nathji 
Kulkami, pub. Oriental Book Agency, Poona, 1927. 

Kdvydlankdra-sutra’Vrtti, Vamana’s, Eng. tr. by K. Kunjunni Raja, pub. V. Sundara Iyer 
& Sons, Trichur, 1948. 

KdvyamlmdJnsd of Rajasekhara, ed. CJD. Dalai and RA Sastry, revised ICS. Ramaswami 
Shastri, pub. Oriental Institute, Baroda, 1934, 

Kdvyaprakdsa of Mammata with Eng. tr. by Ganganath Jha, pub, Bharatiya Vidya 
Prakashan, Varanasi, 1967. 

Natyashastra of Bharatamuni with the Commentary Abhinavabharati, ed. with 
Commentaries Madhusudani, Balakreeda, by Madhusudan Shastri MA, in three 
Volumes, pub. Banaras Hindu University, Varanasi. 

Ndpyaddstra, The , ascribed to Bharata-Muni, tr. Manmohan Ghosh, VoI.I, pub. Manisha 
Granthalaya, Calcutta, revised 1967. 

Natyaddstm with the Commentary of Abhinavagupta, ed. M. Ramakrishna Kavi, Vol. 
I-IV, Oriental Institute, Baroda. 



Bibliography 


1297 


Ratnamahjusa (Work on Metrics by an unknown Jain writer), ed. Hari Damodar 
Velanakar, pub. Bharatiya Jnana Pltha Kas'I, Banaras, 1949. 

Rudrata’s (sic) Srhgdratilaka and Ruyyaka’s Sahrdayallla, ed. R.Pischel, tr. in Hindi by 
Kapildeo Pandeya, pub. Prachya prakashan, 1968. 

Shringara Prakasha, Maharaja Bhojaraja’s , Vol. I-IV, ed. G.R. Josyer, pub. Yatiraja 
Swamy Sampatkumara Ramanuja ofMelkote. 

Suvrttatilaka of Ksemendra with English translation of Dr. Suryakanta, ed. Dr. 
Rabindra Kumar Panda, pub. Paramamitra Prakashan, Delhi, 1 998. 

Vrtatratnakara of Bhatta Kedara etc., ed. Pt. Sri Kedara Natha SarmS, pub. 
Chaukhambha Sanskrit Sansthan, Varanasi, 9th. edition 1995. 


Recent Works 

Abhinavagupta, An Historical and Philosophical Study, by K.C. Pandev, pub, Chowkhamba, 
1 963. 

Alahkara-ko$a by Brahmamitra Avasthl, pub. Indu Prakashan, Delhi, 1989. 

Bhoja’s Srhgara Prakdsa by V. Raghavan, pub. 1 978. 

Concept of Poetic Blemishes in Sanskrit Poetics by Bechan Jha, pub. Chowkhambha Sanskrit 
Series, 1965. 

Critical Studies in the Phonetic Observations of Indian Grammarians, by SiddheshwarVanna, 
pub. Munshiram Manoharlal, Delhi, 1961. 

Critical Survey of Indian Philosophy, A, by Chandradhara Sharma, pub. Motilal 
Banarsidass, reprinted 1973. 

Dictionary ofPdnini, Parts I, II, III, by S.M. Katre, pub. Deccan College, Poona. 

Dictionary of Sanskrit Grammar, A, by Kashinath Vasudev Abhyankar, pub. Oriental 
Institute, Baroda, 1977. 

Essays in Sanskrit Criticism by K. Krishnamoorthy, pub. Karnatak University, Oharwar, 
1964. 

History of Indian Philosophy, A, by Surendranath Dasgupta, Vol. I-V, pub. Motilal 
Banarsidass. 

Indian Kavya Literature by A.K. Warder, Vol. I, revised edition, pub. Motilal Banarsidass, 
1989. 


1298 

Indian Theories ofMeaningby K. Kunjunni Raja, pub.The Adyar Libraiy and Research 
Centre, Madras, 1963. 

Laws and Practice of Sanskrit Drama, The, by Surendranath Shastri, pub. Chowkhambha, 
Varanasi, 1961. 

Studies on Some Concepts ofTheAlahkara Sdstra by V. Raghavan, pub. The Adyar Library 
and Research Centre, Madras, 1973. 

Sanskrit Drama, The, by A. Berridale Keith, pub. Oxford University Press, Great Britain, 
1924. 





«oo 

3RT:TJ?R«I^:SIH- 
3RT:Wr^qd ^-5/ 
3T^TO^ § qi'^llcrf) V33 

aT^^TTcrf^TcT 'd'^ 
ar^n^Tt 

ar^tayersf %-v 
3 ^ T$sm% ^ ^-kvs 
3T^F#rm^%: ^- 3 ^ 
3F#^T^f^T^T- ^~R6 
3F#=q^WRt 
3PkW ^ 

^r^«Hioicj)d< , tl: 3 - R£ 

OTF5R W^t^: 

rFFT^EJT^TT X-UR 
amretegW-d 
aN^fcTW^: R-ya 
ajMejfcKMejc^ 

3^sf oJJ*^?? 5>-^ 


aracfar -dgf^e \-\o 
3T3?cTkR«T X-\ 

aT5RtafTT^nf; 

3qg%T^'fq^ \-^6 
aw^ 'mgm 

araMw dm *-*** 
WlfWlMHH^X-tts 
ara^ciy^i 
aro^TOTTTf: 
aW^cK'H 

aroi«n^r^bcio4i ^-^o 
SRTfacTT 'snftTcTT ^ 

3TOTcf: WmM%- 3 -^ 

arqRf^tg^r 3-^3 
aifWTT^^R 3-^3 
ai’qtwfcq OT# \- l\o 

3?^t?qT^TPTi cp^-AS* 
37«ro3T%5fq m w 
3FT«n^3RH ^T 

firs?: R-'tx 
^mm\ STg: 
arsjydird^^ 

C\ 

3T*fcreTR: 3?f^: m P33 



3**f*JpTigqair§: 

3|?f5qf^T; *-V9^ 

^rf%: \-\6 

xf W# 

3T#X WffrT: R ~^oo 
3T*#rfKT%^rcTT: ^-Va 
3T$tf<ffo: H<l^Pd: v-^o 
3TSj[ff%fPITf^I: VS<£ 

3?*^ cTFTTft l-W 

3T^RfWlt •%: *a-^H 
31ci'*'KW<l«lwlM >f-^ 
SfcTfK: *T fagf^Ti R-^o 
^Tc^FcFTft ^4 s>-V* 
3TcTRT8f»TeRjJ 

aTSR^ncTtSLi^^i^ 
araf^j -g d^l^: 

a^s^raier- 

5>-^^ 

3T^cnrof^<!^ K-* ^ 

3?twf s*iH«Kri X-'ti'X 
STt^F^T TO \-$R 


SHo^cfdi 

^^qcTS^dTc^l R-i\6 

smtitaT#? VU^ 
3WW^fe^l- 

3#fq^T ^ R-^\ 

3T^^X J W 

P^t %-*6 
3TWffcn^ft XT \~\o^ 
^4id1dlH^-d'V°ll- l-V* 

3^n cbpSicbiciuj; ^-%o^ 
^^D^=h: jjr^- 
^l^ir¥T^^<7 R-\RX 

sreFicf^'TO,^ 0 

ST^NwTF t\-^6 
stwffi: ■JR*hT4> 

3TCM ^TT ■q^T#TT^ 3~k* 

"^TF^ \~~%o 

3TO«IT«f TJci 1W %~%R\ 

ar^nsf-q^dM \-v*$ 

OTT^rMf3fl§: 

ZXWg '-31'SI'^W ^ %-* 
3TORf^rqrfer: 
3 ^ 15 ^^ 14 X 1 ^ h- \i& 



aWcM’HMH'UUjRd V-<\o 
Mi# \-ya 

^ V*V> 

ST^Tt^fcT 

Sftfe T TfiT: Tf^jJ: <a-*£ 
STRFfWEt ^f-g^crf- 
3Tlf$TfW ^fcl 
arnsqicn^^z^rfcT 
3TRta^T[tel 
3nrHM^RHM<l \~\*6 
STR^TW^^ff: 
^<if<reiqi ! ^tffti \-w 
3nf^aTRW«n^T- R-^X 
OTT^rT: VgWW V^Vs 
3nW^TfFT R~XR° 
■3rrar *^ u if ^ < 3^1 ^ >£~ X'* 

aTTTOffinayrR v-^x 
3ikV^%- 
3TT«nf^t g ?lcP-TFf 
3TTdWTfa*rR: 
3<ldM=rf*WT^«?: 
an^frfqf cj wtt r-^o 
37T¥PTF27 "^r 'Sr^T^: %-Ws 

mM*$ ^ww>i<i r-x^x 


i\-^ 

STTarat WT Wtifc: 
3Tlg*«foPTTO R~X\$ 
^clT^Rd^fc# $-RR 
^^•dl+IWTO 3-^ 

ffcf Trt5^R#cqi ^-'A 

r-6* 

^ftT: R-6\ 
1% r-<w 

^X 

'S^IWISMd^sft V~RR 
fc«i x-X'tt 

^c^d^K-H^^.: <a-^3 
'^W<<>[F1T^^-^o(a 

^'^RtW X~X°^ 
f4 R~X^ 

^fW^RTdT 3“W 
fsjfarf: w*g v-sm* 
^n wf^^r 






-g^qr ^ M ^ *-^5 WJHt 

^3^ WITWFT#ri^-V3^ 







RT Rift 

HSFtsfatfam^ 3 - 3 ° 

T& ■q^HT cimni 
i^R^sfq f^TT <a-^\s 

TRT 3 ^fa^Md 

XRRW*^R 

3TIB: 'HHHH'^K'd 

3^T: \-%R% 

3Mri^4ri<i4 

afr^ 4faftfcT ^-V9 6 

3f|MUjcjri^MUj| 

^dlWfq ^^Tf^T 

^fsicTT: ^T^dWHT 
cj^zf 'eji'fH'fl'HR RT k-H 
WTRRTCRTt- «a-^ 

^bp4ft 

^RtfcT fiffi H-V^ 

4>felcil b 4^4 vm 

cfif^lcM^i ^^eF ^~\o6 

^RFTf^FHI l~l°R 


■^5lt^YFT TFTRT^I: 

*-V9 

RT5RR%FTT: 

mhki^iiR;- \~w 

■^r^Tftrcr % ■^arr^t 

V*A^ 

RR- 

<*>1^1 '^PTfcT dc^lni ^-^V9 
cokiiPwicm •Rw 
^iWKl-wd ^PTR^ *-V^ 

RTR «t)*^4 - cii | J^i(rll H-^ 

«FRR 4H^4: 

cfn°li<?l 44'tfd! =hls^«h1 ^-'3\3 
^Tqf ; cfi|b4^^f>q }-^\3 
WFTTfRT: 

RRjfR^ WR: 

■^TB; cRoE^^ft 
ehldWI 6i u i d[§: K-'Va 
#RT?RTfFl 

ct>|oqoq|4l xf Rc^ ^-<£3 
biotic r 






tflSW<*tf R-^6 f^T ^TfcFTI^ 

fef: W!®|chc(i^lFSTRt 

shHdfHRWITg: ^oVa ■ T lfcT: ^TI'WT^FFRt 1-6^ 





^Wgipq^ \-6C 
■goiccRU^IFf 

ftc4 %-£* 
’pr^nw^tJoHl *-<v* 
i-Rt 

■J^f^RRTy^T R-'t 
TJSyJHld<tdd1 ^ R~V*R 
1 J^TO%5I8f \~u 
TJ^IriycW: 

^Vf^kHIHI^: R-X* 
4444: ^f^^‘5IT|_ R-\^ 
%^FTsF^mTg: 

4l^fd%fd cTc5fT|: 

’'frStfSRjj ^T T TT®TF^ R-W 
TffeWff R-^% 

?TtJ %-XRo 
4fa>4d -q^T^ V^o 
tp 4 ^-s^oo 

*TT4 \-$6 
WWraif4*fcftI 
^TTc^Pd^^-^ 
dP 4 d " 4 fd Pifq*>=L(: 


^:3ftfcT4H:#T: 

f^lfd^dT: VW 
fa$"cf*qift V-R6 

wii vw 

1 5|$jqf JlficT 

^£if%5WH FJT^ ^-R\ 
'■dcj44Lh<ri 

^gWcTfe^n \-u 

R-\ 

'■d^lPdRc^dl: Y-<^ 

^f§RTMr^fT \-\oV 

^'414 ‘ c fi^5 R-w° 

W5RPTT ’JcTRT %-W6 

^ottPtttft- h-uh 

\-W 

fdrTR #4t f44<: K-^o 
r^^c+udiRr^dt ^r 

vu 

4d4t 

^cTTMrR^tel'A-^^ 





^oV9 


^rfc^rqi: 

^t^r^crfM r -\ r\s 
^'^T^'^Tcff R-W6 
'dPi^l ^ ^ 'jTPT^' K-'RR 
^TOT ^IcITVW 
'HlPdy«elTUlf*R^: H-XX 9 
■'fllfcMcft tfd^Pd 3-3 
■'drfdfSiwn % 3-3 

^l^l^ckiNpHc^ x-'tns 
^IWllWlcfe 3-<A 

VW 

^FT! 

#4 

tfa: #3qf^R^rrat Y-^ 
ft^T^TR^TTc^: ill^: 

cTEEf ^Tclff^qr^ K~^ 

S-^V9 

cfcT: %tr^U^Ff ; T: Vt 0 Y 
cRT: %f^"pt#TT <V-*o^ 
cR^WTF^ q^'diP^Y-^ 

CtT^I^HICHClC^I^- 3“Yo 
cfcST^T^R K-^V9 

cRT Psb^MlPd^- Y-3£ 


m %cTT *T<^chl V W 
cl^ Wf^fKTRTT: ^-^o 
cR ^cT ^ ^TfcT ^T ^-^Y 

m ^KfNtdW 

cTW ti^clpHrmP; 
cfTT ^TFFp ?-V9 

m 

cTTOTO 

cT^Rp Y-3^ 

a^«t>[q t i'4l5'^T y-y^ 
cRW*JI 'Hitachi cTlfa: 
OdHqld^ J j*c)^ P^oo 
cR^FTCWfef Y-S^ 
tTO!43W$JITg: 3-3$ 
cT«TnpfVwi^T \-%\B 
cTSTT^cTTsff^iTR- 3-^ 
cfSTT^ fgcfpTT FTRp Y-YY 

TT^cgferftfcT TftsRT \-%$6 
c^^fepcfo :?-5>Yd 
d<Pd°^H'WlPM *-W 
cKpHo^dpHr^cKi 

cRTFR^R ^FTT^Y-^ 
cT^T^mcT^-^; \-\o\3 


x%06 




rl^TsfwfSj^- \-\^R 

cf^of -Erf^rfMr $>-X^ 


cnffl'^HHfMrMlg: X~XX\ 
cf^Rcf VSF&3 R~X^ 


: ^§+<Ho^ X - ^ 


c^tt^H fsf^Tfq \-x\o 
r d^ltemHlf^^¥nqt X~VS 
cIc^^fHfd f^e X-X^ 
R-^6 

d-Hd1-Hd®llciHIH. X~X^° 
dHIMHrd<lTOT X~^R 
clHTHHfal X~^° 

X-X^ 

cPTRTOT ofT Tft-lfer^ 3 -^ 
d4k M'jcl'd'HI "HI X~^o 
cTevTPR cTT 0 !^ ^ 
cPRW^5^«^ X~%° 

ctf#t ^nfq x-X^X 
cTFITfq^TFF% %-%% 
X~X^ 
*JRT *-W 
rTRTPgpT?f^of X-X^a 

fcf4^ ^f cKT^nr \-x°R 


x-^ 


^5fT5qtf^«l \-%o 

R-xx* 



R~XR* 


^cr , H c bKrt (B l<rlldHiTl- \-RC 

^uft'34c)m^H^H-V9^ 


3-3° 





?faT t$R 'dWlft X-XRR 


cRT cPdlrl^MHI X -XR 

M^T 5 di^M'x.i- R-X Q< X 
^■^5PT?nW x-X'&x 
cT3^piftcT: ^-1°^ 

cfSTft SRtwfg 3~^3 
m: -srRr^ ^t fj: x-^ 
WW: W -r&fa: \-y* 
sHURMtHHc+K k- x^ 
fw ^rgf^si x-^d 
f5T(5 R-XR^ 
3?fa cf *£T: X-6U, 









TpTT: c^j|oq 

c^ftr 1^5 jt <a-^ 

P<<Hfii ^f$mM w*° 

<lMHird^l^lW K-RVs 
'<Mmf HtH^Tef 

W*° 

V-W 

^^RFRfdfd: ^-U 
^#55fK^4t- K-W 
^RT: iJlddf^it -q: 
^SRTtf^T: yH^dl'fed: 
^RTI^^I ^1WTT *-*0 

^m: *f^£ctlITf: R-% 
t?T: ^-6 



V^o 





^sf^cRTr^: \-\W 
iiffqMr mi 
#5W7t^m %-^v 


^m\: W oiicWHi ^-3 


ipft ^T^fH^r <a-^ 

'^d3>R 

Joq rjOT: %qi onfq 

<£cWRT ^rfsf^RTT 
^n IddlfHdl ^RT 3 -^ 
sfcrTRTW: HFft 3-^ 

VV** 

£l<^id J J U IHI^: 

r^-d^tch 

f5cftai^^#n^ 

f?sn4 

fg*ta ■wrarf^- 

fgW^TW^ ^'RTc^'tf-^ 
fOTfR^Sft*^ 

\-W 

tfe™^5tfd V?d 
*wi«iiAct 



- S-m 


sfamkl^J $%v] K-^U 






^^wwg^nPr *-*V\ ftsa ocnTTR^ygq \-\^\ 

^ ^fejcio4 

fn^wf.?^-^ ftsifcHPki ^ K-W 


vw? f%rwrtcpr: vw 

^f^^rsirqK-^ t-\c\$ 







UU 


r-u3 

(h^vnRi w&t r-^ 

*-s/ 

^■q^FTR^ \~\°R 

it^rgwwf^- \-%?x 

%4 dftcUc^ R~W 
^7Ts| W*i^d 5 :-^<a 
v-%6 

x-r^ 

■qdl^dWI^fd 

•^■^rq^rs^ 

^■q^^grMt i-rr 
M %-6 

M<FsfcWK%: ^qj^x-dvs 
•q^WT^^^nwr r-i^v 

m<hic(t^i^i ij hh n r —hv9 
r-^ 

WT*f ^TfcRT ^-^9 

R-^ 


R-%o^ 

q<fW'faft %m r-w 

wnf^cKlmuii \-&t 
WTT ■sgc^Tt ^ S'-U 0 
1 ^T^TWTt5fq 
WlfaTl^: TTR: V33 
■q^TST^T ^ WT: R-\l 

■qii ?m ^f*T3? ^ r-\6 

R-RR: 

WTO 8 TWTT V-R6 
TR5q]%^^ R-\KX 
W-lfaT W#T R~\^ 
^km-wi tu 3- r^ 
w* f^i*f 3 
Hdf^ 5;-u^ 
TOraNW^fcT k-UK 

<A-^^ 

witr wtfo tt K-x 

W: R-U$ 

■qjgt R -*a^ 

W3W*M«f 

TT^ cfc^'STR: R-Stf 


WR 

3*: ^ %#dTKI'4, VU'* 

1 3dWRF£lf^- K-U 0 
^fe: t\-^x 

^IcMifachl ^jT- VV* 
^Tfftfecn 3FRf 
^fc^fd '^Ks4ldl V-%* 
1 J n 7f WRT^T^nfef 'tS-W 

^ftflTMt V33 

■^cT^r^^c^cf ^-'^\9 

R-?M 

^rf^wjcrkm 

T^t^rk fsrfsw <a-^ 
Tjoff^pii *thsm 
^ frTCflKc^ cT^^-3? 

Tjsj^ ypramwtfq ^-^ 

^«fWf5f^f^T *-\3 

%rara fw^rarr i-% 

^imi r-\\ 

HfrTrfafcTT^fc!'*-^ 





R-%% 


y$rdt*nf^fci \-%%R 
3^: ^Tf^F: ^^TT^-^od 
■^c^Tlf^foT^FkT t ^- t \ t \ 


3^1dir<HM)5^nf^: R-\^ 


3rfdf^ c*8F^T H- 
yfci^jcrilo^ci^'ci Y-^d 

■srfk^f 

uRrqrif^JTT^^^-^5» 

yfcTS^t f? ^if^- 
3 Tcfa%faftM 54 : R-VR 
ydld^H^I^ 

SidldHl} ^T 


MWWR: ^-^0 
3fdtW%5'CTO 

;- 3 -^ 

ycwm?H 3 -^ 


Urq^lRHdlAsqf 3~<a3 
3R^ u lliHI^H X-'X'K 

HcJd^sfr^n vdd 


yrMI^H iJHfcto'i V*^ 








<a-^o 

;v-w 

WFfe? trf^ cfl <^3 

RFTTRt^FR: 

WTfrT m ^T: 

M<=ll'HM'tl'\ cTPT- 

<bMtw\ 

r^iFh4^ ^ ^-\o6 
y^i4^fSi«*)iA|] t-xx% 
■afestgsn^w 3 -^ 
Tifas^facsr^*-^ 

•atf^nf^g a#: 
yt?Rn<*>iF;g Rl4t X-6^ 
MlcH*p5|chi gp: RTif ^-\\o 
RFT'RMl^'^T 3~V* 
RIWTcrat^t: V'tfa 


RTcAfd M ^FH: VU* 
rt%t s^gsiw: 

fa^fv^wshUi- 

\-w 

■^7: tTOWTH 

at^iw j i«ic4H x-^ 
3fc# ^rc^q-MKil *-v9* 
R^HkMdd^ 

akrarf RilRrok- 

W-RFH^^ 1-V6 

^TFTTWTt FrTTpT: 

WT: ^Kgun^^ 

«ii^iMM*d<i^«nfr- 

ccri r-xy 
^fcT RTg: X~^ 
*F1-«=eR{tocfl ^f t t-U 
TO Mr<HI<Wi 
’rfoifcl^HI ^7T 
m 



R^tfera^H 

RM: 'Rrq^ffR V3 
'msfctf -^[cB^ftral \-\ao 
^r ^r% <a~^ 

W RRT ^4l5?4 

, gfR: wite- K-^va 
*pfe 'a-V3^ 

^n?rRiM%r 5>-}o 
■^S^WTFRR- 'tf-'-v 
•ip ^•QFTct^TT ^o 

M: TWlfBcT mfRT: 3~3 
^to^f^FTR *-3o 
*k?R 

^iMqR^WH 3-3S 
ynW^RTR^ 
W^3 "R<^Nt 3-W 


fR'^d^ruaiMW^ 

W*3 

"R^pj ^giHIti ^T ^-^o 

x-w* 

WIRKR^^cf 

RS^ R^ff^RTraTc^ R-IW 
'*=FT:"5TRT^r ^f: W^<a-^ 3 
RR:3TClIRf: %$: V^V?, 
^tMtT 
R^5^S5?% 
RR^dSrqmifa- 
R^j^tTRt V^ 

R^ft^: WT^T: V^3 
R^faftal4 ^ \-%% 

RfTRFR^cT: ^5# Lv-^o 
f: ^-V3 <a 

RPT^^TtTT <a~U^ 
RHFTIRRT): %RT \-C$. 

R^ fRWT fr^rt ^-^o 
RT% f^i* Rc^Rn>: H~^H 
RFR: V^° 

RRTcf ^fRRI "^FT H-^ 




<£lft4>m^sbHru|cbl 




'HldlMHI Wc^X-^ 
fa*T: ’qt^I W. IWl V<aX 
f*?^ f^T 
■q^RT^qit- x-<^ 
'Srfcl^H^ \~W 
■grqr WW^U ^ VU 0 
^-6 

■gsi cri ^-xo 

■gp^far^ ^-\s^ 

^1^HlR4>eilW- VW 
4 teiP-ici ^jfHd «a-xs> 

^T: TPffrT ftffrT ^r 
^4f4*R TO ^-^V9 
^R^3f<4l ^T V W 

^-<^3 

^-x^ 

xrg yicfj^jHsiJpT 

X-6^ 

?f^ ^-XV3 

^T: W«rf^fR- \-\o\3 

'm \ -^x 


^ ^t^ttRpp ^rrf4 vs 
^5n^n *jsnHyg 

^#4t r-ux 

^Msfq x-^* 

\-\\% 

^ 4) Pfrf* t^tt X-U 

^4iwi f^fd^-i vv 

^HHHI^d^X-X^ 

^oH4d4*ldTdl«f ^-XX 
^«n^toFfi ^-vsx 
■27«TFTfcT*T*H?lfaa 
^srraTc^rjwrf^: r-i'o 
\-X^a 

vs^ 

^PTl^R^r v^V 
^<d^l<t?1-i cTc^^-Xd 
^6q4vR^g[ VV 
■q<^cqRiH^4 vs^ 
^ST^ftelTfV R-\o 
^#9rcTSFFT VW 
W^«Tt VU3 
*r<i % 4> <+ fn 4 <cA ^ r- v r 
3-x^ 


xw 

Mol^T cTET^cT X~X^ 

k-5^ 

■q^idecj '5RTFT X~^ 

q<lM^nvKni x-^x 

q^^TH^i X-\X X 
wpy^llsfa 9-^oX 

r-x^ 

x-^R 

^FRTff ■spR^t R~X°^ 
^Kuimeird l-X^ 
^^qVifq vw 

^TRJ 





x-x^ 

■qpTT r fqfcr?T: ifcjFi^-u^ 
■q^T: Trgf^5-oq^ S-^o 
■qFTT: 

WTtWf cfl%3 5^XX 

^t 3^ifaiywKisf- ^-33 

^ ^ ^RTT^: wfa X-^ 
■^t ^«wdi 


tK^a)=b l -'d|*p(TJTT^ 


■qT y^r4l'q'Ar^4dl X- ^ o 

*TT t^T^fecTT^i 
^TfeT^3?rf^^ vv* 
■qT ^rmlw cT^r x-^ 







■qr^t^’jT: ^r r-x^x 

'^ddl^d: 

'^dclRq '^HH$ X-X'a'X 

rt- V^ 9 

^ ^ ^nf^^FcTT^ ^ ^ ^ 
^tt <a-^x 
^ ■^T^TTf^TT *-3 

taTOk- ^-x^ 


^-xx 

qVm ^ cri ^Pki ^-xv9 
^5^qi^RF#T^: 

TfcrfWwrf- 
<fd*Uwq h-^x 





U,-\ c^T WIFTO4FT *- *V9 

TFRtwnf^: V*Y* d1f^'«hl^fd*«T 

^5-3 ^T V^3 e^fofqd jjfd^ i\-\so 


TRcf I'^rid^IfH °l9b1[«K1^-^ ^foRTiN \-<C 

^■M-dlPdRl «irat: "HT \~V^i 

ftfcT: <=|u4rTiW«IT^rat R-6^> 



wi vvs* ^sRRRn^rra v** 




^ts#tt f^#5wro %- u ^ 

cjra^ ^I^Teftt: WWl 3~k3 faSeP^n fcf3l?TCM k~^3 








icK5l^r u ddl 
f^’RTR' cTU^ X-W 
fsFRhflief- V*3 
fa*4<wiiiaitj *-w 
f^HT 3-'# Vs 

’Md^? \~Xo£ 

M«l: 3-3 

M«I: TRJ7#5^T x-xva 

f^cTPST ^ oKfefttTT <a-*o 
fqcil'ti'Mfti q-il-clfd H-'tf 
fefSTT ^T X-d3 

f^%FpTt?^: 
1^rf$Rn#T%: *-d3 

ftrdokiwiretroioww 




ftfw *TfaM X-'&l 

^#=ft?rrx-5> 

fstfta: RT’gTra^ 3 -^ 
*-^3 
^d 



3~k3 




f^Ml: Tin^dtSSf <a-^^V9 
f^^TJTff^T; oFT^r V3* 
CKT^RT 

f^9F^F?r?5r ^*hi u ?i H-^d 
<A-d3 

fwn^^K- V3V9 
fWTt ^ %TT^ IA-3S 
fwrtSR^n: ych<uj 
f^W^: <A-W 
t^T^cret <A-^K 
foraf^cTt f^Tt ofT S^-33 
3-^3 

f5f^sCo|<+m: ^qic^-do 
t^FT^rrrf^TR: ^-^*3 
MfcTS^FT teftlfa: *-^3 



3-^S 


V-V33 

X F ? TI: 3 - 3 V 9 
%*lf ^rrsq m^ciicii 3-3^ 
^«n%i ^ fggt?t: Y-vso 









#R: WR: WFU \-<a6 

^^rraf^rarf^ v* 

^HtS^TTTsfcPH V-6 \9 
■^^chVIRii fcRf: 

7efa>^riW #^3 3-W 
wWi^hh^ era# ^-^vs 
VWa 

TR ^WWclfcJHi ^-^o 
V? 

77 '^loZ^f^l oq^d; 

"77 7J teisi^qi^^Ht ^~66 
77 «!*f*7fiterm«7i 
TT l^fzrFcT ^rRt 3-*o 
77 WRT«f: ' 1 55^- <a-V9<* 

77 TTR#FRR7^7 7f-U* 

71 7rai77: TRl^d <a-V9* 

"77 HHH^li MTm: <a~£o 
77 rW: Wclcft RRT V-^6 
3-7K 

TFT 7fi%rat5*T 77 4M: «a-<£.'S 

tt ^ftr^pmr v^oo 


h-^9 

77cb>? Wi ^TR \-%\% 
Whjf Rf^MT^ ^-6 
77%RFfa \- 6 \ 

77§-P7: '(rifHdr^^sl ^-^o 
77^##fit *-c^ 

*HlR«i cfl^TR^ <a-7* 
R *-<a 

^WVIll^r^ 

77^2 77RT WI ^-^o 
TPJ^: iJufehlHHi Vds 
wkfwfe K-^R'a 
#47: *-V^ 



7raf^ft#3F$: 7-7 
4%R^R^ ^5^7 
wft\ cTT^r f#qf%- 
wrr^ 77f#*i 
77^*7 V<A^ 

fflgfeftfa falser: *-* 
t^RFci #4*71 *-^o 
TOTTRI^Tf^^ <a~7* 
777^*7 %5RTg: 7-V3 





-^3 VW 




^-\36 ^T^Ssqf^T^rra: 





W3 


^n^rrl^w^ 3-33 
^ujjeMicCH ■?TtT^ X-Vs'e 
WOTtS'HMft: i\-*o£ 

HfayWR ^T^f ^ ^-Xo 


■HRRfi ^ ^nfr^r <a-u^ 
'ATRifallcKWlfa X-3^> 

X-3<i 

'«l«i)cch^4cbW: x-3^ 

^TlfFTR^R cJFRR ^-X^ 
T^T R-^6 
^=b<l ^*b<l$fc|e) 3~S^ 

3 - 3 ^ 

^FTRSRSIcT: ^Tt 3 - 3 * 
^rRtf^TRlf^: X~t^ 
itor x -33 

#^T5ST U^<: 3-*3 
■#5fT <Jcrfj<m£: v<a* 
Tft5R^7 W^Rhd: 

3 -^° 

4$hi4jr 'sMt_ R-6R 
%Hi4r«i4^ *-33 


^aRft^Rer ?rg 

^T»R?f^X^ 

^fclpRfs^3n|: x-^\s 

vs3 

WTIRHfe^FlTRT ^-V* 

fRrRFP^ «PT J \\ VW 
T^dKlHi cRT %T 3~*33 

^-6% 

RT^TlRfWT- 3~X^ 

TtpTT fn4^u|o^rd ^-W 
T^fcT: 1^3^^- K-*XS^ 

^ffri%4> v-*^ 

^Jcft^T^RRHt K-Xo 

s-xx 

f- vw 


RTc^'OT^Nm *T5^X-^* 
RTc^fmcR^H *-33 
FTKcT^K"q^T# *-*33 
W^«hH3^5«f 3 - 1^0 
T^TlfrfR^jqrf^RT^ 3-33 



T ft ,Tz n ^ 

^TF^ ^ 3“^# 
T°R ^#T 1% Mr: 

TSTWTTSRft %g : 

W<pHHWi 4t^ <-\-^ 
W^dM^kll*? %-W 
WkHlM^pM^q- 

"SIT <J V*^d 

wpff?m4 M 3 -*^ 

WfWTFT ^R *-dd 

^«f: f4*4f«T: 

^rcfcrcjW v*vs 


^ TRT ^ 

^PTtW^tfg: V^> 

#t #FH 

^HHIdl^l i\-^* 

#rqT^fcrf^; v-3° 
#TR4 \~W 

itfm SF'tfo 

W ^4 ^ f^ft?T 
■pJ^T^T cR 3-X* 

%cT^t of|^T^#TT ^-Yd 
%^Mf4cTI#TT \-\oU, 
'^M^| r H^l ^TR: ^*d 
■^TT: cfcioi} ct)cj]-^4 
teTr^ri qj^Ef V-^d 
tRT^TWTf^ 
fRTTiUnft ?Ff: 4f4f 





3-lcf)§c1 ^-^o(j\ 

sgprrPr y^Mifn ^-V9o 
3^ t^STC % q h- ^ 

3Tf ^<Ji£U-|U|3n 3 -W 
3H? qff ^^^TTfolft 
srf^taqrRi 

■3i=hd J J-H<il -ci^M^iioHI =hcr1 Rfcd ^fRcrll R-^o 

^d+ddlM^ >£-%6% 

S^SuRf 1 dTf^W^fWTT^ 

3T& ^f<T fTOT3: 

3=R§feT TfH <a-^^ 

STfilSraWdt^ildlH 3-W 
3TTffbT>3TrtTrg37FlT 
3FTrqTnFf- 9 -^ 

3Tq^Rrgf^r%qi g*§ v-vsc 

3T^ TIcR ^tRt TTfigu V* 

3T^ f^fMdRkd %-\o^ 

^giRl d'^H<'Jl:''7Rgg<ir u l 
3T^3ptfqfer %qqq?j v-io vs 
ST^PJ^T: 'RcrNMI-ug*-^ 

^^cKbliiaqfea^qpn \-R^ 

3*^tfrog fegrf: ^-vc% 


■nrawmsidl 

3/^0 
q^TRTWcft ^A9o 


PTSTIWTRft 

ddoqiqjjff; 


f^lHK|i|u|^| ^ qi^tpcq^: 


\3R6 
V/U 


W^kWdl \/^ 

f^ildl^dl^g 6/^ 
f^JMIdoiqg 

RA3 


C/^ 

®hWl<v[: ^/gvs 


^oo^ 






«|uje||y4f^ <A-^ 

3lw1 TRTT i | T 'd cc i 

3F^T TfTT %TIT f^UTT 3|^J3TCp^ V ^ 
3P^T far cTR T^RT <A-w 
3*3^ fa ^rSFJctef v w 
3^v«r)fc| <^Kr?l ^fatsfa 


<+T^K^: ^RCV 
3m 




3^T^^jUH4^ ^uftfa *^vy* 
3T'3p-H u I'qfalSTTT* 

37WTf^TTWT t ^ <a-3^a 

3FTJI^ TTf ^ faa^ 

3P"33T 'OTTF ffaOT «a-W 
3M fa f ^ffa ^TT 

^UT3||UtTlH 

37fcT: 3Tfa: 3T^ VW 
fflwi yumRfHuj 
3-3^ 

3R «t!cTCJIMI 

3RR& \-^&3 

3T5fT^T^ft^ ^-W 

3T*T $: Trft^facTTSfa *-^V9 

3T«T ^fafa cW: 3"^° 

3TO cimcjfl] epcffar VU 
3R fabNotll^l^l V**' 


TOll-tr^wl V^ 

TTRWkWdl W\ 


TTTSTRTR^rat ^A3<-\ 

41'^'KVh RR \o 

Hitrldlni^RH, (prose after) 

vn 

'fTOW^ > iR\ 
f+iWhjnl^M, ^3/3° 
fTOTTjffa^ %Vl 
yg&\*{ ^Aso 
$TOiW( V3° 


SRTc^H: ^Ki]uf tjtjj^ : ) 



















37WTfeft%H 
3TWfefcTP5ferc^- 
37ft ^^n^F^TTRT: ^-<£o 
3Tfq ^WThT^TcRT t^JT 
3TfM«|eM<iH^ 

^1^0-7- 

3^K^ ,J I Tj^Tjf| R-l^o 

37^% ^TTR* 7>~W 

•Brarfd^g 

arfasrro ct^i wtm x-i^ 


•BTf^Hcjd^'tl^-WI^: \-'X6° 


37f*FfM 3-^\ 

37^: «b«<if^dycblbd: V^ 
3T«£g?n ^ W ^ 
37‘^cn^Rcft 
sT^jprefiflHvpe- 3-^°o 
3Ff37^37 V W 

3F^f W7FdMlf?7?d H-L\o^ 
3^dH^<i ^FfTW^: 

37K'IHld7d-^M«r) Ws 
37^Tfe7I fa W7I 
3fa WU T*fat^ V-^3o 
3FT T RTR7dlfTH: 

37Fi7fqddAdIHd)tlfl-d 13 : 


rcRTdl^HldH \\R 

ddUTHdRdH, VR$ 
VQa 
7/700 



WR 


FM^P7 ffcT ^IrdcdPddKddi ^ 
(37dfrfrf^rFq;) 


HKn°K>£*-H f% 3?T(drHfc|-c|K'c|-c|l W 






FTT^7T^f: 3/W 
T TT ? 7T77 T d>Tdt 5>/^ 


V5, (prose before) 


fad^ldHi ^fa ^rNdldfd: 


^cfcqfc'H: 



RtshHl^n^^ ?/U 
^FT^FcT-^l^TIcT^R: 
■qrdcfFnq^ y\ 





* 3 ^ 


‘TOTJcT 3 -*^ 

3-U 

SFTg^rfcf -pj-iT^H: *-$>oo 

Sfqg^TfcT R-R% 

3T^ <a-3^3 

3#f Mft V*3 

3K u ^<4tal'>JlfdqHdlfQ'lClf: 
WHIdl'^l^ 3-^ 

3Td Mh W ^cT c^TT '*-*'*£ 

3^ f^J^T W ^cT r=RT <a -*36 

^dHdHfdHId -HI^Hig-HI % \-*\6 
^eracjrddyj^fFF^- t\-6R 
3#T3T^grT f¥Mt%£P^ <a~*^» 
<HPd4i<nid'*)<n'ri q-^3 
^■f^rdd^Tci^Pw ^-^V9 
sm Pri%wi«bM*^ ^-U3 
3TOft^'3ocjRi,Pl \-3^ 
m§ •Ef: 

TU H-^o 
31oI^3RFRtg^3T V3VSd 
3T5RTft3^Tt 
STojftm sfacT ^T 
3?f51Wt5f^ Hl()u||^ *-33 
srfEf'qif^aTTsrf&rgf <trt st t^o* 
3#TCc#T^ ^TRI *-^3 
^fa<.dfadlddd<: 3 - ^^ 

^cTqirRR 3~^° 


Pb<ldl^41^ %6/% 
^TsqR'Sff: R/R^ 


$hk«hh>w 3% aftf^fenr^ri rv 
CawffNq^) 

3>"'HK , H^'=tH v V^*a 

'eblo&iTc^^f: R/%^ 


\/6R 

v<^ 

‘<cdlcfdl y\\a 



'«hl°4l«!*i: yc% 


^^^cl-^i^ld^K: 6/^o 
'«Hloqi3^: */^* 


fWOTt 

\/oa 


<Mp^ch|oM^*o/^ 
^lH$^cl-4)|cqici^K: ^A\3 


Hlddl*4I*J^ 3/^ 
^i^d-=blo A ii<ri'S^K: V9/^o 







\-R66 

^ocftf^uum^K3Tt 3rff3T 
3WWT^fofTcfW<PT^ 
3^^ ttd^FT^T^: 
3RWT4 K-^3 


3TO^c7^lTTcT?^T^ ^-<£5, 
^Wxfqo^Tf^T37 ep55f 

sra^rat fa k-3^> 
3Tmi^TR 1-^6 
awT^rMsfq 

*-W 

3TftTcT%nf^^ 5»-^ (3%cT:) 
3f#faUTOK: 


3*# feraWTC: f?T^[fa V*^ 
3TOTRT<T^feT- yW 
3T^cj^Fmf^^- ~$-W6 

3TC#^T^fa^#fa ^-^k 


3TPTR^£[ fafV-rH k~k^ 

1 ^cfa ^ V^o^ 
arf^WJlRT fWF^TT k~W 

34 R-m 4) qg Hn cl fad d ~ V<£k 


31W: 





cT? k~3U 


3^ ^T c# crft fa3? VW 


3T? 



k~W 


3?f qifagM IHJilWJl 
3rfrWWl^f^|3T- 



W$ 




3/M 

fTOW^ V3^ 
3TfWR^RM^ \R° 
^FqrfrqM WR% 

\RX 


MMdlHl^ra 1 ^ V3o 
cRoqr^l: 3/^<£ 
^rrsrr^t: y 3U 


^rr^fcf-chMH^^: \rx$ 

y\\ 



vxx 


^nsqi^f: \/6* 


'*n<?Rffai«n^ Vkk 


WV3 

f^T?TF^ft^ k/33 
fasFfafatffa^ \/\o 


T^mkivicft vr° 







37^^# 

37?t fcRTM '»£77<?T t-RRo 

avi&m T^pn'^t x-\\ (-^H:) 

377: 'Htrl ( 7ld J l4[cl¥F7- V'#V3^ 
37737^37^ atercjST- 1^33 
3ff3RM u IlP“l3il^b 
3775^737 ftf^37T3; 
3IT^W!^P7H 3-S, 
STTf^RqrfsRlfH *-W 
sttT^^rtPt 

37^37^13^37! l\-^ 

37WR^ %fT ^ V W 
37lf^q^]^!#5^Q^f V-Vto 

mwi t^T PKMlf^T ^ V3V* 
3TTtJcT^f Wt \-$6 
37FRI^3I^tT^^>*7 

37Kld ll J|<+yuj)r^37TTT K~W 

37IW7Tmft7% *~^o 

37F7TcRmft?^ m^tWF7 \-W 
3n^3TfJT -rrfl 

3TTWTFPR*T R-W 
SUWTFTT^ VW 
37IHWHIHI^ItMI R-R6X 

377^ \~W 

3TfteTO^t X-6R 
377rT^K’vl^dri > \-%o 


tfrloTO f: R/RW 

W 

TTTW^t V^3 

*7H*$d-5iBI*7ld#R: VV* 
R/^X 
R/^X 

\/%6//R<X 

^TSTT^f: \/X^R 
«7i|oqiq4: R/R^\s 


RR 

RR 

^ ,J ”4W $fd 


37Mi3Tt IT! f^vsw|3 
3n#4 'RTHcftWTT 


*33^ 




sntofc! V^3 
3TTSfi^f?rr to^fe t\-^vs 
3^T3T^f3T3R to ^ ^ V ^ 
STT^rfert 'R^R ftRM: 3~W 
^TTtor^wri^t ^r k-3 ^ 

3TT^ <ri%d^cflw,<li) 


stoto: ^id=krlHMldvOdHr 
3Tlto to sto 'a-^^vs 

3n^^quT/fi^j| 

STMftoto^toWfT ^-\°6 

5HWllrii| ^i|i[|cj; 


sto tor: *-^»3 

^T^WirtorR 

^SprgFT M«OT v^oo 


F 

F* 

FT: 


V-W 

'SIpMI^II^H-33 


Ff 




3fa top^rtorq; Wa 

^fcT WTfd #TRTt 3-3^ 

^ tor: ^RrlVI^ S-V3^ 
5WIWI <a-\3^ 

^totototo *- 3 ^ c^f«!:) 

3 -w 

5"S,*i!^ Rfiq^i 'iz-Roc 


frtow^ vk* 


Hlcddlm*?^ 3 /^ 
dd«Wx|RdH, W 



WV* 


Hlddl^lW^ 3 /<a 


^totol X6W 


tofr 3/3 

'‘TcftoF? toto^^T 
■^ojTifdcricbHV^ 

'<W?feaW4 ffcl W^^torT: 3^3 
3WTO# ^to: W 
^Ttotto 6R$ 

T^4Wi^/^3 

STfWWTl^T^ 

itol^FRVsVs 

4>|oi||c|^ : 3 / 3 ^ 

^to: 3/W 
ftototo^ 








Ff^T FtFFTrT \-\%o 
^fclkl 

FTTFTT fsFtznft: ^ffeT^ltoR^HT 
ifoFT FFJF FFt V-Ro\ 

FT ^ cTSFt: ^-6* 

FT F^y*3#rf«rf9R: 

Ft ft FtFrat VU'S 

FT^fFT Hd^'dc^dl 

F^T FT Fcjw^T^FRTT <a~3Ro 

W^FFrTT vw 
' 32 r lfckF vj 1’^ u l FF R — F^° 
■3f^-q#rfq3T 
WrFRcFT3^ET- R-^n 
ftsfftfTfft Iffft 
‘ 3'^FFTcTTFFT fFFFT ^-^^R 
'3'^lfF fT3TT| FFF 'tf-^o 
33 FtTHFF$ 

dckdFFPd ^FHT FTFT ^-‘Roo 
do*'*MI FcTFtr 3-^* 

^FFFfF FT ^rT 
3^T^FFTF^ \-R6 
<4d£Fpd A FfFfcT 

<itiPr)vir)U| ^$tffej3rfF3T- ^oR 

^dklchl-HdlFTF 

^TOFTTFTT^ 

TjfrTFFFl <cll-cl 
3^ ^cTF5FTFT ^R 


FFRTFFFT^ \KR 


^FFTFFftcT^ 
^FTTFF^ VS3 


<fFTTFTW[ WRo 


^MIIFFFF, WR 



X/^o 


j\^m w$ 


FTFcTtFTFF^ ^o/x 



W6R 
FT3TT3F: R/%%6 
^fcT-Fl^ld^R: \3/\^ 


FFFTF& Vltt 


FZFTRPTFW 



F<jHKWU|-W ifcT 






^T ^ftfi l c^Rc^pq 1TO ift W^' msfcT: 3^vs 

BUTTO^RMW ^I'^l^i: R/^% 



O' 

•o 

ov 

I 

ay 




j~ 

5> 

i 

os 


try 

O' 


l 

>« 




If ii ^ 

fb fo fo 




^rfTDTT^TfW 


U3K 


^ arq ( a-R^ 
u i c <fd u i^<- 

^37T[%3TT?fe- \-%te 

■Q^T ^ 

TT5F7 T^f 1% ipcRT 
TJch'-cJ^ ^ W *-W 

T!^RTTOft«rfTT: RfecTT ^-^33 
1P RT 

'arf^rRTW v>^3 
■Q^Ff <jH!Kfa: 'SFTTT 3-SA 
TJcfit ^cTT ajM cn tgvTt ^T 
^ TO^TO TO <v W 

T^Fjft fa «5krWI$) VW 
W>lfa3^3T^ ^ _V3 ° 
wk RTfcnfai 3-^* 
q^TFT fa^TT flTO '$-%'&'* 

T^ri to 'a-?o^ 

Wft fH:TT^%RTOR#f R-R6 
i^tfa '°T tfsgfasft ^-^vs 
W^TTOfTOT R-6^ 
aroargrov^ 
TOrfcfa ^ff 

^ TRT ^T eTSFff 

tt^T To ^FTTOfta 3-5><^ 


RT^TRTOIcft e,Asvs 


%R. 

3TTOIcTO^ %6 


\Rl*\ 


W\ 


\R\ 


^?TTOTOT^e?r% «rf^T: R/%\ 


IRTOW^ yet 
’3TOK^: \!U& 

fa^#^ VRo 





nsT°T 




^Howi: ehRchd^r- k-w 

TOt<rf W# 

^TP^TOTC: ■q^lfcT 

TOdTO Trife 'X-'S 

Wl^Mfe 'X-%6 

WRn# 'S-^ 

TOdHH«rfTT vw 
'TOdPHcT ^R> 

TOdMPd^RP^TOPc^W 

TOF^TOTt ^T ^-^o 
<MW¥lk«ftdJdfa>d- V^ 

TOM cf^j V3°* 
diR+ddHP^: WRTTTIEnf: 3~3° 
3TSTTcT r Tf^3 = R- 
{Ultcj^chVl VW 
^3: SfFTcft 
<miRi f% fch<ial5^t 
TOtfrfWTOFT 

?FRt 

d>uifcMd d VW 
tot toj^rt cFfr**?- v w 

cbcufH'ii 'TOfi4W*4lPd R-^O 
TOMI-<* ^Mlrf^sFT- y\o^ 
TOTOlt m ^TT^t V^° 

TO 2 ? dt tTf^ ^-66 
TOT TOT 


ttotrto; y^o; vu 

3WUfld+H^ 

TOFT ^fcf ^TTfaTOffa: m*; 

TOTOtTOT \y^\ 

^ZfTT-TOTOTfR: 6/$% 

■^'SfTrf-chl^ld^K: 6/^ 
+Mld^K^^pTl: yyc 


toto^P y^ 

towP y\\ 

TOTOt: y^% 
y^ 

TTT^TO'^fcl: 

i ■u ^ 

TOTTTWcft 


xw 




of -q TRTI 
cf^-qT Rsh~i<i 
^^f5RF5F3T'tf-^ 

Wt ^ <A-^o 

“FT P$W3 W$\ ^it3T X-^H 

cr ^ ^ cffj TTf^rfr v-w 
Wf Wl? Tgftsft ^-^o 

^TfMkT R-%X° 
chKWI^kf: ^3^ 3-V*V9 
chir^M?# WI: 

^>F% ^ifeTOefl^f 

«FF% d^M^MMlrt V'iftf 
^TP^TT «nr=TT W 

3TFT eb^ifaiu^ K-W 
^TR Mc^lR^i FTCffa *\-6X 
^l4 ^ ffW: >*-W 
cbm^fTW: %5tft %-R 
^u^eh« R-^Ro 
<W(HH)*|U£PlW<- X~X^\ 
^Tfi^VWMdWidl 
cbiiumresfUsr^t^-^ 
<*>Kifa<^i wt ,J IH<Jdl ^-Kk 

cH^ch|i|fui{^ \-%W 
^FTPT obMId^ldl^X R-RoV 

+ldl«HsK£fU<f4lsl3T ^TcTST V-XXR 
WRfFTTP 


tcf^T^cfi'; 


3Tf^5lH^ll^d*i VX 

xgiwixw 


^|sqidfR^f%: R/R/RR (^FtfcL) 
l°X 

<*>I^K^: R/\° 

«*i|oMWVl: XRC* 

3Tf^H^llf^r<rT^ 


cbloMld^l«f^rfrr: R/R/RV 


VW 


^STTRWTcft %/%U, 

f^Tp^Tjj 

■RT 3ffcT W ^<^lT-4)l^iei^K: R/^ 



O' 

O' 

r>- 

Ov - * 

\) 

\) 

\) 

5 > 

ur 

uT 

ur 

o'* 

os~ 

o^” 

O-'' 


45 o 

(uy c) 
^ * 


p^ W> PP 
^ ^ € s> 


\3 

N) 

0 ^ 

o^ - 

n 

\ 

UT 

or 


no O' 

<y (V" 
I I 
O' O' 

4r 4r 


<v rr>- | 

J' (/ y 

os I . 

I >3 <5 



UX 

s 

(TV 

ur 

>0 

o' 

>> 

2 

o' 

S> 

fry 

1 

1 

O' 

y> 

fry 

1 

>0 

O' 


O' 

o' 

tr. 


o' 


o' 

UT 

0^ 

'O 

fry 

rrv 

>0 

1 

l 

O' 

O' 

O' 

1 

5? 

e 

O' 

Pr 

£r 

[5 

LO 

Iff 

tL 

c 

-hr 


rr 


L r * I <7 I.c*_ Ic- 157 |p I r Cc- I p I p 1 c- 1 c 1 f lr If: 

cpitEctzaEaEaEc^aZilziJ^c^ciEipcPas; 


*V*o 




c£cr^7 cfitf 'X-\'*<\ 
fTflt ^T«T5 ^37 5>-^ 

W**%# ^f'^T- VU° 

^forts^ chelchd 3-W 
■^'^^ifcf'SHi^fl^cn^i vw 
^WRf^R *fsfT ■#: 
cprawrep^fl ^-wa 
^dddddlV^^TWR: V-^ 
<frfa37T 37 U^SIMI V-^o 
^37T3Tt fa WCTTT3TI VW 
<pieT ?TRT ^Ttafo *-^V9 

<£^u]^jj o?7^7 *\-V6$ 
^T^^tM^TF^T: \-*16 
^d^ldiqPwi: 

tpa ^r \-\v* 

^wif^r^ofdirM 
^wn^T^Tfq w 

«Ji N ddl 4 -®l J I^d <n^H[ 

Ud^fd °rri% \-v$ 

%^f^^5^WT \-RV* 
^Tjpfalcfjft 
4icil J iixid2dc r i u ''i dW7 *a-^o 




fy^HIcdd^ U/V* 


^ld)°b: VV* 


7Hldcd1 VU 


^ftTTfRH, V^3 
+r^r^j : v^\ 
VW 

<^NJ|C^U|J^d^ 


W<V* 






W^Tf^R: X-6^ 
M^ildU oMI^rtcUi^ 

^ TTefl^g V-W 
d^fd d^fti ^l4: 

^ "W( Wfcf H-W 
R-^V 

fcfflp: V-m 
cblf^dldNdMId) X~^R 
^icbdldlHclMldl R-X^ 

~m ^ftK-eHT \-\o 
^TeTT %*T 

^t5f^cT: 1JOT«TR: X~X^ 

^4 *$m R-^$\ 

^54 i#Tft *£W \->SR% 

r-^r% 

sf?tt R-W 

ddMdt ^-R\X 

; ^®J v-W 

R-^R 

m sf^rnTfa r-^r 

^ ^fcRl^ef 3 -^ 

^Wfaerfl ywsw x-^° 

<WMd4 W^W: %-V&\ 
Mfrf ^ ^KrTTSTO?? ^~U}3 
*pTTd4l: <a-?^ 
ftirdft&rdr«rdft^rd- r-r6 

Wwfiftrdftfa- R-R}36 


l^i'^qicTcf^ x*/tt 


Rf$W* 

'^Nl<^: \rtt 
'«t)Nl^l: \fXC 
3TW^ 3^ 


W3 


V/RY 

awwideR^vH 

WT^-^5T^TMfR: R/\^i 


TgERT^ 6/^ 
^T^TT^f: V6<a 





fto 

fto FWTSRrFT: X-RC3 
fW I^TReFT: VW 
atoltdtftol v-yxo 
to ^Tfsf^^r^rf^R k-^r 
■^ui^-dfl| try fte? \-%^6 

tos?ntoqto r-*o* 

<SJ< J Kchsreici^ u ci R-R^ 

WR: tof to l~XR^ 

7H% fto, to tJtT \-\6 
Rduuiw ^ ^ k-w 
to% x-w 

■&m\ T^r to ^FIc^ VVRH 

TT^toi witorr *-*** 
tofa cjc^ftolfq 
qto* ■& to v*v* 

T I?T: WPto V3R 

toto q tor *-R3° 

qtol 'eb-^KRiaPfl *-w 

qftoto ct^t to ^-^oo 

totowfto 

•tor dMiRdto ft 5»-^ 

qto <A-RtA^ 

qrto-rditoddi^to<iqi r-r^ 
qrqtotsrt %to -tor 
qrto qftor ftototo *-vs^ 


w\° 

3TTO?T^R 
3TRWcT^Fn^ R 

cM°totoi X6/S3 
’irwto r/6^ 

cbloilKvi: VXXX 
qrqraqrto yx.% 
qtotofto 
^T^to: R/X^X 

^qto; R/^XV3 
ebMI^i: R/R^ 

WRF V**\ 
^i$t1-+HldfK: 6K>6 


qTSTFFFtot V*k 
atodH^ll^'dd^ RK 


<JcJIS'i. u llj ) sbHru|cbl 




frp% *-£0 

f*P% '<5|P‘'m^H$rcrl3n? 

TTtTTR^ W 


^cHeM-i^yHK t\-^4 

wrrqp^ <\-w 
TJWTf^r HT*T cTF^T 
Tj^cTt H: TJcf TRui^^fr 3-W 
^ 'Mcfll^FT 


■%raicii V-V&9 

^xlcHd^uj ijf&TST fq3T^ W*° 

HFMl MtWT^yTT: 


crcfwnt 3-*3* 

%Tff^TT37TT^5^T 
HtHT3T^fc33T ^fa@ra,u[ 3-V*3 

4 lldlfc|'(HHl3|R-o^<^u| 3T a 7T 

TPHT Hlfa M: ^JcTT 
’EH 

*t5I 3f^3T^ ^537 \-^6 
■H^uR^URrFT- V ^ 


TWdWIdI ^Aso 

■nrarercreitft \A3° 


gpHk'H^td^ 

■^loqHlHi^l V^Vs 
fd^dd*TH WU 
«H|oqi^f: 'R/^o^ 
'dd^KVl: \/C$ 
dTKilHdRd-^ ^/^° 
HSTT^cRWt ^00 


TTT«IRTRRfRft V^ 

V3 





HW<Rldl ^A3 


RlSpd^r^ \o/^ 

f^Udl^dld^ 1<a/^o 
^rf|^75^ w^*a 




w* 












^ ^ fec|fy TfTsnHWcft \/ 6 \ 

^ ^3T^T *rfefT R-^6 

^ ^ ^ f^r^T ^-^6 T TT s 1RT L d^ldl 






■W^cfl^UdlWnr]: 


^FdcT W $: 

t5fq% ^jp'R^I^T- 
^Tf?T ^cREFRUT ^RT»£ H-Ho^ 
V3°3 

d^Pd ^TMfWT^ R-9^ 0 

; 3Rpct % W VW 

^nqf^r ^ifwRi x-x\x 

SRTRT c ^Ho J T- R-^0 
dd deleft 8iTR- X -V9 
R? cTF tfRST R-X'rfo 

^ ^ ^i'hR^i^t fm R-W 

^ ^ Rf Rfe3^ R-^ ^ 

3Tt^t \~X^ 

^ VW 

^3Tt # fa fddWl 
^ 3T|U||3<S 3R{pT31- R-^ 
^TFTf 

dld5HR ^Rjfci 
^TTcTPT ^ facj: 

Rpf cb\MM<l«-^l fy^dHI \-\xx 
RFt RdHp^ HHiy ^-^^9 
Plddlil^dldd'd 
fa^P<^fa f^RTR ^rR^t 
dfahdR^M- VW 


^pRi^Pd: VV^ 


RT&iWWIdl 3/^3 
WRft V^o 


Tfl^OTM XM 
RTSTRTWft VCC 

wi^r u/m 

ddUlHdftd^ VRX 

PdsiKfe^ ^fa w^qw^fcl: 3W 

fd^n^pHchi y\\ 

Rlfa: ffcT l^lfRcTrafd: 3W 






P P 

y° 

>° 

CV* 

Uf 


ur 

£ 

£ 

O' 

O' O' 

ur 

rrv 

>° 



ene!? x-^03 
c?TcrTf 'a-'^'a^ 



N) 

>° 

u r 

S) 

O' 

u f 

<y~ 

£ 

&y 

uf 

os 

tv" 



fe6\fe-S h>Jk^»oJ iina 1% p. 







cT 7WI ?c[^T3T VRX 
t VW 

cT ^STTf^nJTFT Rfw} fq X-333 
cT ^Tf3tf^^p5^ V-333 

q qf^q c^rg*rat s-q 

d«l^cb3nft37T q-^ 

7^: \-\C.t 

cTcT: qRu|t|M q-X^ 

Ttt: ^^<HI V W 

cTrl: *a-X 

qq^i ftqrwRidM: X-^X3 
TT^m f^nftqfaqf|qt: 
cTrTT^ Tlf^FT: Ffftq q^TT 
drilf^ST qffq ^T <a-R3*a 


qqT fqwrcnfq h-x^ 
qgqq qfc ut^rr x-v^ 
q^qw^TF? vm 
qqqt^q^R^f:qjftfm: 
cRT^ ftpWTFFTRI- X-Va 
cF^t TR: faqfq q^K-^V3 
7m TTFT^FT 

?Rt XTT W qT ^qqf^rfd V^° 
WR^Rei *-*X 
ddUMI^qfqqiRdlfH V3 
^W* x-t^ 
trrt q^r^Ri qij vw 
qq fqqr q^Rqiqqq qT VU9 
qq qqqrqts'^fqq: 


mmi\ ^/xq 

qqqq?t %ns^ 

^qRqqqq^ wc\ 

wqRqq; v9/^/x^ 

^rqqqqqq; v'a'a (qqi) 
FJcRP^ V£° 
^qqqqq^ 6&% 

fqqRqq^ 

'=hMMliHi^l URX 
qrqwkwd) wc 
qTRqtqTqqq; 3 /^ 
qrqRiqrqq^ 


qiqrqRnqq^ x/^ 
q^rqftqRqq; 3/^x 

fq^ITeTqf^qqq yy$ 

cbloiiKVf: 3/X^ 
qjRfq-qqoqTR^R: 




^I^UH^fuicbl 




<ft ~s\ ^-^^^ 

TOT^3T^*TfcT^ x -33 
c^T#^ ^c^dcKd- 
cTc|TefefT5[: TTcqfer 
dd)d<)^ fdHlPM 5>-V9X 

crfFrMkfn 3-^3 

cR4%RT£: cFfJTT 

d-Ki 'd^ii'-dHr^K ^-VSK 
TO W: *-W 

d'W W: 3T^fI^ tr I ^-'Ro 
TOTf5F#TlT^T 
TOT: 3-V9° 

TOT: T'P'dldlPiT: X-^oV3 


cT^ ^TT ^TFTfqM 

cfT gpis? c blcri^< u i \-^°6 


cTT WT 



K-^V9 


cTTTC: TO^R: H-X^ 


cTT W IWdlfc 
cTF^rqfc *Jc#T *-5>o<: 
cTfq'd>il5^[ tt l-W 
dWI<£ J JPd<d#"T- X -33 
TT5FTT 


cMf^T3T TIWT -Hf^^iiui 
cTRTWtf ^ ?TqT 

fdfHifH^^flH^dV VW 


^TOT^f: 3/^X 


\yc 


^TOT^t: ^/^o 
^TOT^f: ?/^o 


^TO*T^ VH° 

V&WIVW 
^TOTdfTO^fxT: X/^A3 
Tiwrah^lw^ 3/^x 

TOWk1?ld"l VK 
TORTWcft VC6 






fcT^^Tft ^r>f^ ^-^o^ 
rfar <'H U I^M > ^-*6^ 
cfhr 'tffa^^fH'3T- 
cftsf V W 

cj ftt ^-<a 

■gp^T -OT 3TM 1F3T3T ^ 
^i'lPl-cl^'^^t^lr^: 
Wrowpf 

^d^fd TR PddldddldM: R~\°^ 
p- facgiSfTWf: 

TRT ft ttt^3TTIt f^roit v^ 
^=ri«T 

fRro iw k-uh 

eft pTOUU|qf3'5|3TUT- 
eft cTM ^<P*573T 

c*TFR -gpTT RcfycMdfR ^-^o 
Frrnt % 'H^wifd RR ^-%\ 
^1 'HHRR dgHdd ReR^TFl 
c^fcp?R<FPTT VH* 



VW 


e^d^M4HI$dRTCT \~UR 


<^c|>|i| c/%\ 

STf^dH^l^d^ V3 
3Tf^H^II^.'ddHL VV* 
^xlUWdRcR VR 
chlcqid^K^^rTi: 





WPFt 


fTOWt V^ ( WTRrFT ) 

w u id^ 


^ifVdRfd: IW 


<J<l$-lU||j5bHrU|cb| 




^rfx^ v w 

cRRJsJ c^TRllfR^ ^-RX^ 
m^s 'c^'®fHcf x-^x 
^ u 4'<14o ^ 

c<5Rjd ^u^ch r '5^ 
c^ji ^u-gdkiXk X-^ (Tjorf«f:) 
^h4)4v=i Rfa: X-^cR 
rspm ^Sf RTcTM- 

smj; Tjcffsfa 3 -W 
-5T ^ 

■^RT^PTfnT X-^k 
cW^ ■^cTTO^ 3-^9 
c^Mfc^r w^fq?ri k-W 
^-^k 

^I^H'gRSTt k~W 
k"W 

<«UNfd3T X-^33 
^rfHrtfTTlf^T k-^°^ 
dZkVs 3TlW3^I37t k~ W 

l^frT hRmI 

^ ^qfpftujita k-^k 

^WRRjRfa: ^k 

^8d^dl«Ttfa- k-^°3 

k'd'tOS! ^T3T^ k - -?^ 

^R ^RT 

<Rld'Hdfa<sfa'lfdd- 3-s^k 

RsfRaWtR k-^° 


fashM^l)^ x/^ 


chMK^f: V^o 
'cKIoLiK^T: 

<$15TOf: R/^3 
RflFR: RdR^ ^ 

■chlo^ktqi^l \\3/^ 

W$ 

'Ar^cR x^ 


cb^k^O V^k 

'+)l c klk^: ^/\\° 
'atmiH^rw^ y\6 
^RURRRR 3/3^ 
fkkldRHlkH kAS 


^<K u ^qPd*Rk/^ 

RT^TRTWirft \9/^X 








wi: \-UR 


^R7?w™t 

c;<nfa i^t rRiR <a-r^6 


"<WR WJcT: 

'^KRwiR'W^fd 

^mR ^rR ’chw^nfeR: *-vn 


^R folrll^d 3~V\ 

wtRrrt r-\vs 

R^TCW WRSR 
Ra# RsR^ETf <a-^ 3 
f^TRTPTO^f ?m f^^cTl R-^6 
R^RTT 'dfcbH'W 


fe^f^TOpira Rt R-^5 


R4;HId^-MdR^^d^Fira T# VW 


R^3T fq37T V-3^ 

Rssr? R-^t R^R \-w 
RRR jd^Rfi vrs= 
R^Rr^tit R^R ^-^o 
R% R% ttt RRRRhi v- ^ 

RR h^iRR rRt 
RRrrRt^R 


RwRRnRqPT^riT 

R^i^ffe^RfeiftR $-w 


■JTOW^ 6/%% 
srfM^FRTTspRT^ V\R 
3^1^11$^^ VR\ 
<MUHdRd^ 3/3^ 
R/R^ 

V$iW{ 6/R% 


R^TRTRT^ldt V3/^^ 


Rcr RRirR'^urR, 
r° (^n^Ricq^) 

^5IRWi| Rtf ^Ydt^RdlWdl 
^o ( chKchlf^ioH^) 

^iw^|f?i RR^Rdir^Y 

^0 (ohKch'U^irH^) 


$hi«Rp^ V3<\ 
chMI^I: RW 
■EFTSEFfrRRTI \^/Ro 


■adUWdRr^ V3R 






■jTrT: 


I 










f^Tcf tv-^ 

^fSTT <4^ X- * oX 
^ cof ^T5!> f^3T^t 

^dlPd'^UW- %-R°R 

<lNM>}u| 

^PoW^ilM 3-W 
ir^Prt ^ dtc^- d^oo 
^T fcT ol^MIHd W 
IT^m^^JRT^W f^T# *-V9$ 
P^^'^flcm-wf£|Hl^lPd *~W 
^pTK^rwft TT^fKfq 

? ^°pP[q^uIq^P,Md3T“ <a-^o^ 

$Tfal: VW 

WpT ^TT 

^^i«f xf^4^r vw 

MtT^^TcTO^ >f-W 

4)Vt H-^o 

^3T%Mg31TT3TT *->fV9 

*£^Pd: ‘WPddMdli V^° 

*P? 3-W 

*pgqt <a-^^ 


■^wfmnrr vu 


^zri^P 3 / 3 ^ 
P^rti^hwh. *v*3 

dr^i^'H wu 


HNdt V5, 


qRo^rr^P 3A3^ 


W*?!^ VW33 
WI^l 


Wl^t 'aAs 
W[# VU 

WT# vu 
3/^ 











^fd^TcfftcT! ‘dfd^dl 

gerofar *13: *jfafaRl \~^6o 

1 %craf^TT fdcTHftr 
^ ^dcb-qchf 
*7 •?-'?^ ; ? 

■gaW OjfiW:) 

^ WTTdfrdHFRIcW *-W 
*T *-HI 7 tR7nf^T 

^ Hc4tf1«bRdRc|lrilsW 3-163 
^ ^^+fwfe«=(lrilW *-%* 

Pf 'Mc4cd)^nrdRdl^-R#7rf \-\\3 

^ Wfdt^FT fd^^P'd ^-Ro^ 

*7 ^TcTOt^FT fdH<{4M v-%\3 
^ Tferfd 3-^1 
^ WT^*ncT^T*-W 

^ fd<fdtfl cdcilcLcld.- 3-^3 
^ Wh?P# ^ VW 

^r Tg^isfq fd^Tuftdi v-w 
Ha*ja4lfu|*>u3fd^ffdfa: R-3?6 
dffeHW d^falTO \-V6 
■TOT^r^RT R-W6 
HcTf^rra^RFT 

TO wwwi R-3\*> 

TO TTT? 

TOP^ TTf^R R-R66 
TOt fafWgW VW 


<&W{ 6/^ 
W^\^\ s 6K% 
oFTWR^t: V3R^ 

'dnsTOl: V3R\ 
f^TOF^Tt^ W/V6 

^TS^f; y3\3 
=FMK^: R/3R% 
-dFToin^vf: 3Wa 


-cFTodT^: V63 
EPTodi^f: ^/^vs 


*Tf|d>M^ \ o/\ 







WTH^FFt 

R-RW 

c^ ^rranfa v W 

R-^6 

hw4^Ri \-\6\ 
hkI^iPh TcmesFf^T- v W 

H|ThR rlClHfVn ^-^ ( A 

■^PPT Trat M^Pm 

lR:^f^T^f 

fern jyHii4;'A 

^FJW %^Tf^T 

PHdMfj4 tj^utt Wgm R-Ro\a 

iRKSR^ffRlRT R-R^ 

P^ci^R McT R-R^ 

WH ^Td dPd^l 

MR: *-<£* (Tjcrf^f;) 

Mg wftMt 

-s-^ 

fM ('3W4) 

ft4 ■qfMR ^tf^cT: 'X-^'a 
'^ih-^4 vw 

PH[4dWlPtf fc^^'q ^g: 3-^ 
fdfdita McratiM 
MF9dT: 

fdftldlP*Kd*te*M R-W$ 


yLC 


'cTTtR^q ^fcf ^Pw^cWNdl V9£/* 


STR^ffl^rq \o\ 
■RK'TdlH'l^ R!\ 
^TSqM: R/R6R 
ygh\ h^Wa 


^2TRTfR^f^f%; y\/\R 

3/W 


wwg V*° 




PMldl^H^H. ^RR 







HlfcRTq-f^ ^-Ro^ 

HUr R-R^R 

qtcTl tof: H-Xo 
qfcs qtesfa m ^-Rk 
Hlddir^d^frl'Ml 

HldMHi IcH^lfMHI R-^ 

HleHlcKRI^kl 3-uk 

3-*k 

-Mctchl^l e^oHleT ^ 

■^q^T ■qaj: §jfq?T: 
q^sMfRt qicd^o-HM-dte 
W^STRffRTTRJ^tft R-^ 
W?*J3TFTt W$\ Tf-W 

crtfcrsT *-r u 

■q^nt *-^3 

■q^RM^Fpr^f k-W 
w? qo^R<§[ wit R-k* ( wtwQ 
M^ni rn^m \-^oo 

Hdi^qR'^'Ji ■qyz^T ^\3o 
qfe3TT 37 ^?«tM 3%37 *-^R 
qfesf?«[3?T -q qqi v *\as 

qsq^ftqftr rtw k-U3 
qq3T wrfw^; 
ww r-* 

■qf^f^rn r-^r 

WT 37 RTt^W^l^iRldl- R-w 

q? 3 : pRKRq^dlH^ V W 



R/s^ 


■clu^Ridi+H^Xo 


<^[3dl */R^ 
f^TcTFj%T^ 5>\9/^ 


^cr: ^ 
q^icH^Rd^ VRR 



R/^ 



R/^ 


«qf^T5q^ 
^n\^m\: 3/Uk 

W7# U/k* 

TOWklM) ^/^o 


TW Vk^ 
J-MKfiWT^ WU 











mpjmrPr v - ru , 
Mlfui'q^'^^^V'fllcf'fllfH <a-w 
•qF^S^iTOTffeWR: 
MldlcM^dc^lfWJ R-RR 
qidldyPdHcrrl J l«^f- SR^Vs 
cjd1d4KH,) 

W% ^Mfclfq fsRcRTKf ^°V9 
qKMWHyl^d^r^qd'dt: $-R 
qR tj#? diydi^ 1 ^ 

IrH qRjfwrfq 3-W 
qFRTRRt Rlcb^lW: R~R%^ 

Wf ■qFT ddK>li 

mdR^R^KT 

qr^Rt *farifafasWd';ffa: 't-Rlo 
fq ft ftq S TT R-*R 

ft-ft-ftq 

fq3R*RRpftl ^fR3TR ^-\R6 

ft$ q^ -q^qq^cq^rt i-i^k 

ftwte'dTfft: VW 

Pnq^ 

ft^RR* ?RF5RT 
fw^j ^«nro 
ft^fft «wftui)ui 
ftft^^WFft vw 

q>tdU|^'^ R^T 

qftFRTftwq *-*4 


qqsqR^t: 

ftddl^Hk’H v*a° 
ispftr^ v^o 



(wrter 


chloMKVi: R/R66 


qi«rraqm?ft 

VRo 

(■^R^r ftftqqRH) 


WTR^i: R/Ro’S, 
qT^i'dki^idl y<-<R 
\v/%r 

W!<=R y$ 

wfr vr* 




TTTWcTtsiTOT^TOi^ 


yfasfrfcT T^ftT 7 #! \-6 
p ppm<?ifssei *-^vs 
^iwrlw- r-rr$ 
p -qmsxfRT R-RR'n 
-p-^^cT: w$\ 
SiRM^^v^ 0 

pT3i ^FT37f^T ^+-%KfH 

pr^ft pp R-xe* 

pf-$«h<rMcKHl 

¥&%X~X°^ 

^5? 3W«5'd^ H-5»^ 

^<sH^dt«i ^ 3-*V3 

WT^Tt wrrt^: 

^PKlfcddlp: ?-RR 

STO tpt*5R R-X* 

3f^TFf#ecfteNfeRT- <A-S^ 
3FTof: Wnt^ R -^06 
*kfl^c4nM \-66 
y?Wrc#TWT ^FfeTFT t-\66 
ydj j iiR^<i j i^d*d ^-xx^ 
y^TO^#ffn 
wti^rtT \-rv 


^M«flc;tf: R/^\ 


^WRdRp R/RV 
TfWT^I \%/\o^ 


pTR^T^p \P66 
WR! XXM 

"<W<^ld$K^fa: WS3 
TPITCTWrat V%$ 



VRR 


V6X 

■q^T«f«r4w: x 


\R\ 


«h|oiJH)Hi«l W\\ 


^mm^VRX 








OT^rMt: j^hiIh vk'* 

WFF# RT TOT ^-^O 
R^TRlrfWf: 

3^tRW^tf^ ^-6% 
TTWf^TcR^TST ■ J 5^T5'^ ^-k^ 

RRfe rR RIRRT W 
rr^ Treft ^5^4 
R^C TTR* cj TO k"W 
Rfe R^HTR RTW^ 

Rfe R*3^RT*M^*-^ 

RIcJT RTF! ^fcTT ^cT: RfTR^t k“ W 

RFoRI Pi Pd rM ^‘H M i\s H IP k: ^-k*A 

RRTRRTR: RRRt \-%^o 
RRTRRTR: R*# R-%^o 
RFTRTHfR#T ffrf^fefT \-%o^ 
RTOSlftR ^WIc^HiPM *-6% 
RM^JftR '+-'**$ 

RIRT4 fwW: fRR^cTI k~W 
fWTIR^ %t#r q-^ofoBeTf k-W 
■fiPir RRc^T cTF^T 
fy-MlddcIcilciiei- 

fiphR TTR® 2 ? fsR^if^- V-^o 
fRRt5^ R1^5fa *-W 
RkRT WfkfR? k-^33 

^qpTof <^k^ l Pk Wm 

^cr^k^hi chcrik^i'Hk °RffcT ^\-^o\3 


VW 
6/V* 


Phildl^lkH. IRC 
V9/^k 


VU 


RjRTM^T^JR^fxT: ^/y\% 


RfRk^cT^ W* 



*Vk3 

^/k9 


^ui^ldebH^ 


w \r 

«5FRr^: VR'o 



6/^9 


-cb^n-Rd vu 


*3^ 




^JddVfddildcIlHFi 

mt^i vu 
imi^i \-c$ 
^F^n^c^Tt 

^HIMfrlAn l-U*\ 
^M: R~X^\ 

^ldr|U|^(ddfd3TR t\-3<£^ 

«TIW dfdc1d1sR<=(l ^-?oo 

®itrt r^di'HNrd^ir^wi 3-^3 

^Kil g^ldcudi 

^ TTif^r -m X~X^\ 

^ ^ej flgpEr TTif^ft -pf 
RT^cfg^H 'Mcjfci 
^%JTRRT#7 R-\^ 

x-1% 

^ RTR5RR^!T% ^- 3 ^ 

1~6 

R^RlftWfct^K X~X^X 
^<Pw^rft '^roTcFTT R-go 

W^TT HT«f Rl«f 1 RH?t R- x o^ 

'WFRc^fq R~W 
fajita -q^H-i vw 
fa^ir m* f^'Hd^gd[g 


^r«fT^: VXX 
ERT^T^jf: VXX 


WSl: 1/X^ 



VC^ (^%^FT^RT^:) 


3wwd=hg kvs 
w^id=hg gvs 
qra^^HoKVI 


T: X^X$ 


'Sb^TRSbTft X/X 



vu 




X°* 




faff W: \-R^ 

r-xx 

^ fwr \-rx% 

^TTg: akrr^T: R-^R 

*JpF3 m ^fSFTI R-^X 

v$l Pfcd V X R\ 

^f^frWT^HTt 

R-R^X 

'44^1 difddvicblq: X~W& 

Hd*Wdl ^ 

V*°<a 

w^rfcfTT ^03 
^ W'Ht^Trr^fq ^-VRC 
F3PWWTtT- R-^m 
'q|q^q-q3t 

q& 7 ld3d33 #3^1 ^ \~X66 




■qfwt 3T^TR R-VC 


qu^fc*f wPn x-^% 
i=RTt fdHIWdr^- R~X^X 
^RT 


'if-'tfo 


*FJ ‘grg^fT^ 'a-XW 

F*JFTI R-X^X 

■q^nFraf^PT: 'x-rrc 
F^FT^TT FFT R-XR° 



ddddl R/RX 
icdMdl 3/^ 


FTSFIFWIdt 'X/'X'X 
^T^TcIvf: ^A9o 



ipTR^PF^.V^ 

V^ 0 

^T^TI^i: Rf$X\9 
■SFT^TT^f: 3 /Ro 








y° 

)° 

>° 

O' 

O' 

O' 

'*->. 



O' 

O' 

O' 





TfFpTf cfT W? V W 
TJT3#| apt\ on 

«ftst 3T 

^PTT fe^fl cn 



r ^ \ 

fx 


fa-Sdl 

RT 


HaHqq^qK clT 

Irrs^n ^ v*°3 

^TT: ^F%Rsn \-V66 
H<sNg*U$5lFH >S-^ (TJ^W:) 


cei 

[EE 


*fS WT37 W3 
t^Mw^cTT fr-ft^Y^: <-Ha3° 


■JfT TfTF^fr: ^5eT 

MRc4^l VW 

AmiPh^ 3WI ^-^V3 (Tjafsf;) 










fa£iFf x-wv 
A'il c f>: PbHR ’<? u lfe M J I") 

TTft? chd'l^ ^ ^-^33 

%f^ mm t-x°% 

tM mm ^-^o 

q^^c^Yd^<^K^'*TTW#T \-W 

R-^Vs 

W*fa: ^T^JcT^st 3-30 
WT^rWTOFTfaT V-RX 

'HprldlcHpH R-Ytf 
■qsTT ^ ^U<\ m cWT R-^vs 
Wc«T^ffl i a -VR'iS 

^rafelR WPdRu- R-U3 
mk wzk •g^HT ■sfm^iT w^i s-vs$ 
mk 3 ■^crT'm r-\s% 
mk FTirfa cri cF^f VW 

fqa^d '*-%%° 

~?k$ till A3^ 

■q^ ^ ^WFT TRk 
m: f^tW: *-m 
wrfwi wpn'*-^ 

AlPfH^^j q^vHHI 1-^6 

mm fwfepqrfa x-w 
WIT qlqq^ffcl: 

WTT: grgwznPr h-^. 
q^lR^ld gqft: R-6^ 


arfq^p^n^icTg r /\ 


^nwftTM W6 
qWTRpTO W6 
Rr*% 

wfatfcT fRr ^fefe^g v^ 
wilful g^tiPdd^^ rr<k 

'^'dRfiW^ y^ 


V3/^ 


I: XR^X 


V<a3 

^1'oqi^f: RR^X 
^^Kuq^qpHN^ */*/^V3 


cbloqid^f: RR6^ 






’R-'RVa 



R-%R% 


^T ftt: T?ft: 3ftsft: ^ ^Wf: 3-333 


7Tf (^^cj^chl- ^-\'&3 


^rr^rt 



\-m 


^Tffft xi^ivjfvf: 3~<^ 

^R^T y|_4rVici' : (v^l<'Hm' V-^ 

^TFT Wmi^TFTmT 3~^ 

-fldi^mi 3 -W 

q|C(\r«j]qH5 h14) 


TTlflffiT MIcHd^l \-\VK 


TTff^RTT i-w* 

^■Wcntl ifiji'tKrlRl ( a-3'* 

^ Tpicn^-fl^r 

mwh^ 3-^3 

\-VV\ 

^TT^IcfKft TOT 3-3S* 

4*T: ?PRfa*# s>-^3 
W 3-33 
7 ft If ^Mfe.wr 3-3<£ 

Tftnft TRft " 3 ^: ^ftsft ^-33 

fcfaf 

^*JU|ldWft 
^37TftrmftW 
^PoH J l$Pd ^Udl^37T3ft 
TSfRTI 



MlddlMIW^ V33 
+ |oi|r<^: 3/3^ 

«?S<i<2>rl- <$' \&A Id’^k: 


3Tp*WH3ll$ddH,'*/S l 

M'dldV;: 3/3* 
PblMI^^ V3° 


^ft^Rip 3/33 
}/33 


^d£d-dd°did;£R: S./X* 



*o/<*o TJcfttf:) 


WTcfft %J%\o 







T°T^T^ 'tf-XXk 
^d<d%l #37 f$ 

XfWT ^ 3 #it ttit 1^*0 

x#tte'w'3xr 

<U=K^d ^: X## H^° 
XW^Taxi ITT 
XR^XMXp ^ HTdirfd # 
XRFPX# ^-^o 


X-X* 

um s^xs 

IF# m ^KTT 3-\6 
TMleRntyRFHTT X _ X<£X 


'OTR'^«1#T tnfScTT 


Wf^% R-Q3 

I## d J Ml£ #sb^l4cf: 

R-^66 

TI#^[^c#7^ITOXf VX 
xi^^fftfiftoH-raxT V~W 
xfaifcMfttfr X~^\ 

XOT^FFWf%: 

X^: X-W 

X# d<*Vift3 c#cf cfcf 


% 3# V-^6 




x^fi#^ 

X^T^/XX 



3Tfvr^H^ll^dd^ XA 
■^ToSfTd^RXJpF^frT: ^/VX° 
^T5£|R?f: X/X^ 


«*WI^I: V\6\ 
X^XI-^T^IdfR: \3R\3 


WW{nR° 

R£Hi<£*>*^ 3A 

■R^HR^^/Vo 

Rlddfal^PX^ \R6 
Hl<r1dlHl^c|*^ VX^ 

MlddN*^ VX£ 


XX 


T$m, V^» 



W3^ 


3fIIXFr##^X/X 0 



'■ 11.11 


Vi S M M 


vs, 

'WH-ci Gjifo^clllH VV*"* 
rfl^HJoHdfa WM: V^o 

^nen^ftr^ftsr ft v-w 
cw4: WTfWRf 11 

fatHdfa fl-Hl^Pi 'a-’aoR 
dl<^ h?i fani 1 u^<ii4 h& 41 <i 1 +1 U 1 
dl^fa yfafaffacM V3V^ 
dl-fa uMsff^cfa 

v-w 

dlciifaeitaeicrHI 
dldlfa-McH 3jfaHT VW 
^3T1 ti^^ 37T WS. 
#aft^j5^C3 
^RT^RfcTT^RFTT ^-6^ 
^dcrdd^doicifad^l WS, 
dYd‘d:W^'rdl^df^cl- V^t 
^fctc)#|)Jf3^# Ti^t V W 
c^fa^fuF,^ T^rSt V^° 
°r°R PwU^far 
TOT|%^?«TT V-*? 
cHl^^fY ^T TJ^TH V33 
cH-KFTi crf^rniWHI -$-\c 
VW 


WW'Mtltffa xqvs^ 

\/6 

*/3/V 

HlrldlHl^l <=)'*■( W 
Hlddfal^ra^ V^o 


ebWK^: im 







^Mtarar ^A9 
TJWWkl^ldl VW3 


^rr^TT^f: VW 


^V9o 




oRii^ ^ 

^rat &i°if4 cttchi4^kci- r-3^ 

c|^f^-qi5TOW^-d| X-W 
cF 4 cfSITW ^TWT VW 
^4 w4 WrR^Wft 3~X^ 
stTOTCR «ftt R-^XX 


^TW: WWT X~^ 


wr4i w 1-3 

W# cTg ^RT? *-^3 

3^3TfrT^3Tc4t Hi V-WX 
cRl4 'qfojfft cRTHT \~R6^ 
«lRl«3^*it{3*n^R W 
^3RRt ^ki fad$«R«TCr: R-R^R 


■ef^crffW ^TT $X cfC'd^l R-X'tf? 

wtRw wr 3 c^-fo v W 


W«rff 5 R W^l X- 6 o 
*- 5»^R 


■WJ^iTT? R-3^ 

-m m t^rfir r-3^ 



^T V W 


Wit X-V 3 R 

wFf mw mi 14 fa : \-v\6 
^dX^3«SR^: \-^Va 
WF#T **HT$ R-RVS 


^rfttrr mfesrsm ^ X 


'd^u<m^iRc1H s V34 

cpm? 5 ^ \asr 
■wratarw^ V9/^ 
^ToqqtofT SJR6 


'*WK?ft: 3/343 


V9/^ 

Vg*W{R/X*> 

WX 



X^R 


T^W^VX 

T^wim 


WTcfrRTW^ X/3£ 



X^r*rx 



XVtt 


TnwFffwt v^ 







X-^o 

f^3Tf^3^3ft£[%TTJT 
fcjfw>ui§ H-U 

fR^lfq X-^ 
f^TcfTc’T^oftfW- 
f^^: TFft R-^6 

ff^fsr %3^% R~R\6 
fSRIW^RWt TI^I 
fas-JK-M^l ^if^i ^T: ^-\\ 3\9 

foRT^^j 
f^TORr^RT: 
fsWF% ^ ^ ^ 

fgfv(?}c)Tr|f Tf^g|TJ%q 

f^Rfe'3TOTT'3T^ r f fsr x-^x 
Tfl 'SIOTfrfH^I 
m r-\o% 
t^^TTftf^F X-^3 
f^FTelt VW 

(cfrRI^f:) 

foM faSTRT: TOfcT <a-X\s$, 

f¥dHcWw^crm<U$u| 

'fa3Rt5'qT«f T^fFf 
fafaSTOcfcRT 

&r1*JdlfH W^ VR 


WW U/k^ 
FSFFFdWt 3/^ 

V^o 


^5, 


%^MHof^ X/^X 




Fsrrawft ^/x^ 


VM 

^niweffer^ vu 

fcff^'WI ffd <v^ 



v^ 


WV* 

fTOWi: V$6 








fc^KI f^mrRTR^f R~X°X 
fa**»TCr Wicfr r-x^ 
fa#siwRi wm\ ^#if ^-%\ 
fm fwi^ «r$ r-x^ 

1^®p v-W 

f^3ft ac* wfoft X-^ 
f^r^TT: 7 TT: R-XXX 

%T%^R5qRFT^ <\-R 6 R 
fafWT Iwn T=FT;f5T^rPT«T R-Ro 
^T^^rTcf^ VW 

r-*&% 

^fcrTd^ J ld^H- X-X^ 

^RT ^fe37 vm 

^pn x-^ 

" c t fcrefa^IcR^Pd ' R R<*iy- 
R-RW 3 

®4fd'M pf #R: R-^ 6 *X 
^TcTftF«p%?T^: "?A: 

sritisg 'dtsrcrit \-x^\ 

oqsf 7ft 'a-'ao 

epFRF*!: ^-X\% 

^-X^ 

^nr t^r wta ^-xot 
w*n WWl w <\-W 

wt dKI$W: f5PWfe X-X 60 

m i ^W3*RI: fiwflfia <a- w 


¥^l^i: VV* 
BtRTFNw^ v^ 
^RWfTd^ V^ 


cHoqK^: ^o$> 


Wl^f SA\o 





<Ic*Uloj^ ^ 

yxx 

w* 

RMIdl^Hl^ vu 

sj^iq^RdH. 3 /^a 
*/P 








R-im 

WZ& WlfW: T TfsT V-W 

WMI^T «n^RT: 

wm 3 -^ 

?lf^H^FT^t ^cfr 

ytfm ^ Fm %ti ^ m\t 3 -^k 

?IT^TW \-WR 
+ MldklH 
^IIMKRh yfd^dl k-^ 

WfRTt 3 ^riwn^fc^ ^Rrufi ^-^\a 
wkwrA ^ i ddH i ^Pr ^ ^ir^"qruf i k~W 
'«IRRfl ^ ^ddVNdl^R^ ^W^wf\ k-^k 
WAsft ^f&T 

k-k°° 

f^T^FFf^T^Ttrr: ^~\oa 

fW*RTftlfacT ^IFR T^t k~^ 
ftKfa TO: s£lt ^-9Rk 
W *14'^**?- R~W\ 

^SklScfofaj ^3: *-kk 
%-w 

M fenPift^ ^ w 
^ dlckdlfa rM^r^ilklsf^TIk k-*3k 
£)<rl H diRistd V^3° 


^ftWR^ V\ (^-.) 


^d'Jid-cbloqicrl^K: 6/^o 


Tf^k/^k 


3#W™^TeT^ V^k 


3Tf^T.H : « , ll^'ddH s W$R 

%f^cF^ ?oV5 
A^d^ ^oV9 

Ad^d^ *°vs 



VS/V\ 


'H^IHIdchH, k/? 


arr^^RTTf^Tc^ V^k 
3#T51'^ll^)'ddH K 

^IH5 ! J>d-=h|odld'S;cf>K: 3/^£ 

diuidk^ldch^kk 






W: yi^bfxrcrrfVr: *-W 

ife FTRTT VW\ 

2FR: 5TFR73^T: k-^o 

fsR: fsnr^t ^Tfe 

f^cff ^-W 
9gm ~A WHFTcT \-C% 

VgM tpfcl^ 
wnwRT tjM # K-^o 

■$ ?T^T 3teW 

^ xr-Q'qf% v* 0 * 

*T ^-\ 

^^SR^pfaft: 3~W 
^ qtcRRTT: SPJ^RTT^ 5>-W 
tt wr 3 tr%^i 3-^ 
ti Tirecrgapftfr- vw 
TT MIWIcbPwtaRTT 
^T Hl^ld-HHMlcI- S>-<^ 

TTT^ o|KU||^fi| 

^ ^ll^sbir^KMmroi: \-X1* 

\-\%* 

TT ^ V^° 

Ff ^cefl oiifVlH ^tt 
wift ifn^Hi *-U£ 
Wfi#i *i^tt *-u<\ 
^TTPTI^WncR 'WIT 


^MM^-K^Fd: W3 
^TT^f: ^oe 

f^WPtf^RGT yc 

Fieidl J -ii^ c lH, W*?3 

wMii *aA 9 (wig...) 
5/3 

3A9° 

TfW^/3 

^IH5^»cl- e bl® t »Krt§ , K: -</ tj / 



XW6 


mR^cf-^T^MfR: RPS% 


?/x^ 

4i"5qi^f: R/33^ 



FTlw *-va° 









■iHHIsbR} ^-^6 
R^T«FT fw TlfcT VU3 
tW TffrT VR£V9 


<-\-rx<: 

W«^fT R-W 

R-P-TFf WWT R-^ 

Trg^#f3TO^rft 


RHc^ldPdWR R-R^S ■ 

wr i?wi T rfr^r r-vs 

^oi^HifH V^R° 

^RRT^FTrt 

qRdln^dM^ 
'flcfai4$i(fttj %-%^o 
RT^P^fd^ dT«I R-6\ 
^n^wiRwg^TfWc^ 

RRf: RPRdRRdRd k-V9K 
wfimfo R-RV* 

wftmfa v^o 

RTfeTeT r^lP^RMd x-^ox 


^<rlldHltl^cidi'Ti^r c q '£-^6 
Rk^dNc^^ edlRK R-\C6 
^cc|«ifaT \-%V6 

RffMRpI^ R-1 °\ 

W^faf ^ *511$: 


WJrW 1 ! RRT>RcT R-6^3 
W RT ^HlP^d \-i& 
U^HltPRIHU' %-\o (^4:) 
rtR> rr a^f^Pr h-r^ 


dRIWRId'l RKR 


ebloMK^: 3A^ 
rrtrrtrt# v^° 

Hlddi-Riwp y\o 

y%6 


pMIdl^dld^ 

pcls^cM^ V/W 

H^ldUdUdH. 


ifdRpHlPqdRpd: \^o6 
RF1FT ffd l^lRfdRfd: ^9o£ 
<>^<i<J)Cl-oh|c^in^;K: '•3/\\ ° 

P^ri^'hT^ a\ 


dTWRmcft \ir<\ 
l^idl^dld^ WR^> 
<*l<RKRp R/^R 
RuRrMr^RAa 


^lodld^K^frl: Rl\l\"6 






?o£-h ^tilkJbtk lkt± 1& 
Vfe-fc. K > IPt?. h P^L ia 








# cj^ \-%%% RISTRRWcft VC* 

# ■g^ftr^fr fTT3Rrf^3ntt 3 -ur 


>0 cn 



I 


d<;lg*0||r{*-qfu]qyj 


WFt cfqt 

t^f?T: f^Ml^fVkl: 

fwytfs \-W\ 

fpTclT: §j°t wfi w 
l^sicTT: W WKJ \-^6 
ftWM: TO: ^o<> 

f^RRI^ t-\o6 

T-SJyt ^ ^JS*t ^ 

W1 %^f?T ^R^*ETRpTI <a-^ 

<V-w 

ItF^dWdgdTFRt ^Tqrqf: VW 
R-R^C 

WC: Hrf: ^FPrT: ^->ft9 

WCRdt 'qi'dfcicffeTT 3~V** 
fFTct g^^ferr rf 'X-^Vs 
IViflg^Wqcri eTTeT- (^dM:) 

WIFR^T: ^ 

^ TOTRts^ 3-^V9 
Wi^ftdMirjT^TId VW 
Wit ^cjK'JioMrd^ 

F3 UM-ok S t <*)Kli ^-V9\3 
'^l<Hl ^qcHdl H-^HV9 
tat FTT^ 

tt 'chu^cr^TT Wltfk 

^TtTORT^t- 

F<T'g TJ w#R 

Fg fwW*Tt *-5^ 

F^lcf TTT cRRljJI 5>-^ 


i%4W{ V^ 

g^FWW^ V^ 

f^nwwj; 

^Toq]^t: y$% 

i 

*#T^: ^A9 


^"lcZJT^t: \/^% 

^TsqT^t: ^A9\9 




HiddlmW^ 3/^ (prose before) 


FW^f: 



9^0 




Iplcf *fT cRRt^T 

^ feq^r«fr 

W9 (dif-Nc^R^d^: ^-^ 

%^T- V-^6 

3Wr$dWH% 

¥^T37 W^TcTM 3~U° 




"WI ^sfc^T: \-vo\ 

$idl 'jft Hd^<l 

^Misei \-w 

%3tit pm^l^ v<^> 


f^i tM ^5^3: vy *3 



l\-^\3 


t f^rerl^ w^m 

i i % *w% ^ w^ v^<\ 

^dlWI^dldP^fa: 3~U^ 

^FT *-^3 
IWMlsftf W-U 

F# xjcpj 

v-w 

^RTqft^^R ^TSTT 
#W5RcT Trf^i 


obloMKVl: 3/W 
chKHd^'^TRTR: ? 
froiw^ ^/^vs 

V6K 






w 




^ci^lH V*/#» 
dd^dWWf 6/^ 


W#^Vt\3 


'^HlcSb^ 

<£TOW^/^ 

W 
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